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PREFACE

JAYADEVA, the author of Candraloka, describes
himself as the son of Mahadeva and Sumitra in
the concluding stanza of every one of the ten
Maytkhas of Candraloka. The following is the con-
cluding stanza of the first Mayakha which, with
slight modifications, is repeated at the end of
every Mayikha.

wEEE: GITEHARF gL

ghar agfeiiaaRae fah
s@EET: gERwaRda R

) = =x1et% gawg ag@: gaaE: |\

It is also definitely known that he is the same
as the author of Prasannaraghava from the follow-
ing two verses pronounced by the Sitradhara at the
Prelude to that play since the description of his
parentage is identical in"both the works.

Rre@ qgramaHTERTR
FRTERETEAT TS wrafd
Fdtx: Biftew: 8 a7 FadE: HIE-

iR 7 el weRaawa: |
ey gETE ghenglasaa: |
AT SAFHET 742 U

Thaf he won the well-merited app®llation of Hgsa¥
will be clear from the second $loka of the First
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Mayikha of Candraloka which runs as follows :—
& Fraafmaao: g9 we
LY e RFfERERY aeremsvg |

B EEARERRTEERTiRg-
AREFETS 'Y Ragy doqwad: wdh 0

It is to be noted that he is different from Jayadeva,
the author of Gitagovinda, who describes himself
as born of parents—Bhojadeva and Ramadevi in the
following couplet of that work :—
ANAARTIATE GarRAgasidase |
TRRIREE S siefiamfsimreg |
Gitagovinda XII-11,

Date of the Author.

There is some evidence to suggest that Jayade-
va was later than Mammata, the author of Kavya-
prakasa whose date is assigned to the latter half
of the 11th century A.D, ~Evidence to that effeot
is afforded by a Karikd of Candraloka which is
presumably a criticism of Mammata’s view. Vide
the following extracts from Candriloka and Kavya-
prakaga :—

AR T2 F1od wrearataasing |
A 7 WA TS Fef |
Candraloka I~8,
TR Ted gESEd g W )
Kévyaprakaga [-4,
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The evidence for fixing the lower limit is somewhat
more definite. Vidvanatha, the author of Sahitya-
darpana, who flourished in the first half of the 14th
century cites as an example of sufargsRaat the
following éloka from Jayadeva’s Prasannaraghava.

FEH FIH FLA: FLA: BROAF: FRUFHC:
gaatyadsh fafa gelenest @ T |

It therefore follows that Jayadeva must be located
either in the 12th or 13th century. A consideration
of the figures of speech mentioned by Mammata,
Ruyyaka and Jayadeva will offer some clue to
be more precise. Mammata deals with only 61
Alarhkaras, Ruyyaka in his Alamkarasarvasva
deals with 75 Alamkaras, and Jayadeva deals with
about 100 Alarmkidras. Further the figures &R
and R%s7 appear to be a fresh discovery of the author
of Alamkarasarvasva. They are not to be found
in Kavyaprakada, and th3y are dealt with in Candra-
loka. Ruyyaka, it is known, was the teacher of
Maxkha, the younger brother of Alarhkara alias
Lankaka, minister of King Jayasimba who ruled
from 1129 to 1150 A.D., as observed by Mr. P. V,
Kane in his learned Introduction to Sahityadar-
pana. Vide the following extracts from Mankha’s
Srikanthacarita :—

v shorrfgaraat srfhnes
geREgRrErdss Bl g XXV—61,
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A=A HABEHY FATIEY |
IseEy 9 Resar: arar 39 qEag 1 XXV—15,

o sifesasaeer @ B geasda
CIHEERPLC R R ot XX V30,

There is therefore reason to presume that Jayadeva
was later than Ruyyaka. If we allow some margin
for Ruyyaka’s doctrines to gain popularity so as to
be followed by Jayadeva and a similar margin for
Jayadeva’s §loka being cited by Sahityadarpana,
we can prescribe the middle of the 13th century as
the date of Candraloka.

The Fifth Mayikha or the Alarhkaraprakarana
the most popular of the ten Mayikhas comprising
Candraloka. To its remarkable popularity among
the works of Alamkara there can be no greater
testimony than the fact that the great Appayya
Dikshita has thought it fit-to adoptit as the basis for
his Kuvalayananda. The contents of the first four
chapters have been briefly indicated at the begin-
ning of the notes printed herein. The sixth deals
with Rasa, the seventh and the eighth with Dhvani,
the ninth with Lakshana or connotation, and the
tenth with Abhidha or denotation.

In the preparation of this edition I have been
greatly helped by the commentary Rama of Vaidya-
nath Payagunde printed at the Guzerathi Printing
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Press. Assistance has also been ooccasionally de-
rived from the commentary known as Saradigama
of Pradyotanabhatta printed in the Kashi Sanskrit
Series and from the introduction to Candraloka in
that edition, particularly in the matter of fixing the
date of the author. I have great pleasure in
acknowledging my indebtedness to those two learn-
ed editions of the work.

C. Sankara Rama Sastri.
Mylapore, Madras.
15th July, 1936.
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In the First Mayiikha of Chandraloka, the author
Jayadeva dealt with words, sentences, their sub-
divisions and poetry in general. In the Second
Mayikha, Doshas or literary defects have been dis-
posed of. The Third Mayikha treats of Lakshanas;
and the Fourth of Gunas or literary merits. In this
Fifth Mayakha, the author proceeds to deal with
Alamkaras or figures of speech. #g® lit., a ray, is
used in the sense of ‘chapter’ in keeping with the
title of the book, Chandraloka—the Moon’s light.

- PGSR |
Next come the Flguxes of Speech.

Y ASFRI:, srﬁmxva undelstood In this sentence
the author states what is-going: tg be the topic of
#his chapter. Alarhkaras are of two kinds—Sabda-
darhkara  and. ‘Arthalamkara. © Sabdalamkaras - are
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figures of speech relating to the sound, and they
are dealt with in the first ten §lokas of the Fifth
chapter. Arthalamkaras are figures of speech
relating to the sense, and they are doalt with
throughout the rest of this chapter.

FeaTAY: AR a1 B NI ar |
FORIRERG Gfaa 9286 0

1. A pleasant combination of sounds and
meanings, like a necklace and the like, is Alam-
kara (ornament) by general repute or as a creature
of the poet’s imagination.

1. Here the author deals with what is meant
by Alarkdra in general. zsw s wegmal gdn
aegera:.  The words @53 and a9, sound and sense,
are indicative of all sounds and all ideas. gAY
#Ag: @i wswR:. A happy combination of sounds
or their meanings is what is meant by Alamkara.
‘The @3 or combination must be &N or appeal-
ing to the heart. It must appeal to the heart of a
#gz¥. Sabrdaya means a cultured person of fine
taste in literature. A happy jumbling of sounds is
Sabdalarhkara. A pleasant combination of ideas is
Arthalamkara. This happy combination can be
sraced in two distinct prooesses. ®¥: in the middle
of s@em and MR is applicable to both by the
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:application of #eafrary. 3 amem. A figure of
speech must be employed in conformity with the
practice prevailing in the literary world. ®3: Si%-
-gag gt Or a figure of speech may be employed by
a peculiar stroke of poetic imagination. Certain
Alarmkaras like s49dr and others are current in
ordinary practice, whereas =Rz, SAWr and
-others are purely a creature-of poetic imagination.
Another construction is also put upon the phrase
-F3: sfegar difead™ a1 by some commentators as
follows. Some of the Alarhkaras are known as such
‘by long tradition, and some are invented by the
poet for the first time. The etymology of the word
Alamkara is brought to the notice of the reader by
the word gufkad. Alamkaras in literature are like
Alamkaras in the world, viz., a necklace and the
like which beautify the wearer. It is a matter of
importance to understand correctly the bearing of
Alarhkaras on poetry. Rasa or emotion is the soul
.of poetry. The words and their meanings constitute
its body. Gunas or literary merits stand on a par
with valouir, magnanimity and other qualities of
the soul. Alamkaras correspond to the ornaments
worn on the human body. For a comparative esti~
mate of W, %53, A4, FH, I, IR, 3%, ;=@ and
«qi%, vide the following extract from Prataparudriya.

wegmat et hRE W!ﬁi;aQ|
GURATHEET FFWTIT: U
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RaEal qurEs qATeT 39 Raan: ¢
ATAETIAEIET | 9 Qaa: i
RHTEIEE S8 3 799 7497 )
Qg R 9597 gm9T daar |
TAIMITINGT: € TE: qrET 39 fwan
SeYEr S1FEaRkd @A e |

IR ECEEL AL L
NS IZAF SEIIEAEU | R 1

2. Speech whose excellence triumphs in the
world and which offers facilities for investigation
by intelligent persons, shines with Chhekanuprasa
when it consists of the repetition of a wvowel or
of a consonant or of a vowel and a consonant put
together.

2, At the outset the author deals with the
Sabdalamkara known as Chheka@nuprasa. sgyw
means the repetition of a sound. ¥®wi (fgvawi) srg-
i Bwgama:—The @@aw of ‘clever people. i means
speech. SR SEH IEE T@: T SEHESE whose
excellence remains ever glorious in the world.
BTEIRT Wkl wgT@wgd, The speech of an
excellent type shines with Chhek&nuprisa. What
sort of speech is characterised by Chhekanuprasa P
An answer to this question is given in the first half
of this verse. W =waMi 4wt 7 gz wwf W
sEAAaIEm  adjectival to W:  Vowels are
known as Svarae,,in‘gra@mar,\and congpnants as
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Wyafjanas. 31T meaning a group, here refers to
the group of a vowel and a consonant. g means
a combination. Chhekanuprasa will arise from a
.combination of three classes viz., ®tsgg, sasasg and
their &3gsgz. A vowel should be repeated a number
of times, likewise also a consonant, and similarly &
.consonant and a vowel put together. The next
adjective qualifying @ is wa=gigdRal. swaM Ia,
aeq figal. The speéch gives plenty of opportunities
for speculation by persons of sharp wits. Of course
the first adjective alone gives the definition, and
the other two are only descriptive. What is the
illtistration of Chhekanuprasa ? Throughout this
chapter the author has introduced illustrations of
figures of speech along with their definitions. In
the case of Sabdalamkaras, the verses which give
the definitions serve also as illustrations. In the
cage of Arthdlarhkaras, the author has generally
followed the practice of-giving the definition in the
first half of the verse and its illustration in the
second half. In this verse it may be noted that
the vowel @1 is repeated in the portion covered by
zageamad, and the consonant g in the portion T=gT
and a combination of a consonant and a vowel
in the portion Rzaz. Hence, in the first half of
this verse we have an illustration.of all the three
essentials of Chhekanuprasa. A similar feature can

also be observed in the second half.
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qERANET FAINAIEA: |
AR HR IgEggragafeay 1l 2 1l

3. Speech abounding in a repetition of letters:
is characterised by Vrttyanuprasa which is the resi-
dential abode for the free play of ecstatic raptures.

3, Nextly the author deals with szagsw. Its-
definition is given in the first half of the verse, andi
the illustration in the second half. em&a Fow &qu
AgEAE a9, TGN H@EAR gwagaEa, (WAl ).
A sentence which is full of repetitions of the same:
letter is characterised by Vrttyanuprasa. The differ-
ence between this and Chhekanuprasa is that in the:
latter, there are three kinds of alliteration, whereas.
here there is only one kind. The etymology of the
word Vrttyanuprdsa is to be explained thus. %
is formed by adding the w suffix & to the root 7%
to be. And it means aFaw, & e@redfy g It
refers to a letter which is met with frequently from.
the beginning of a verse to its end. ufm agwa:
TAGIE: A repetition of a 3t or letter. This is how
the etymology is explained by the author of
Rami, a commentary on Chandrdloka. To quote:
his own language—auwikd: amfiTied o, GEWEAR
3<h, qeigsE: afzg@eg.  The second half of the verse
is an adjective to F:. W WARK:, TW GG, T@

@, AT ARl wmw@zgamqmﬁa:t Such
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. a speech serves as a residential abode for the free
play of exuberant joy. In this illustration the
letter ¥ is very often repeated, and hence it is an
example of Vrttyanuprasa.

mmgmamwrfmmr JARHAT |
I |A g NN 9w frag 08

4. A repetition with different ideas gives
rise to Latanuprasa. Victory is victory when there
will be no more the roar of an enemy.

4. In the last two verses the author has
dealt with repetitions of letters. Here he deals
with repetitions of words. The figure of speech
now defined and illustrated respectively in the two
halves of the verse goes by the name of ®EEME.
It is so called, because the natives of Latadeba are
fond of this repetition. R=: sifma: zwn: ar RS-
ST JAERE WA NEEdl.  SREIEW ¥ STEua:.
A repetition of words in the same meaning but
with different implication amounts to Latinuprasa.
73 @E: NG 7 g @A aa O g Vietory is
victory when there is no longer heard the roar of
an enemy. The second ‘victory’ means fruitful.
Here the word 81 is repeated in the same meaning
but with a different import. This passage theleforer
falls within the scope of Latanuprasa.
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SEE a7 a1 Iuigfadry g
agr war Afquar SHIIFIEan aag %

5. When there is a fixed repetition of lettors
in a hemistich or a foot of the verse, it is held to
be the characteristic of Sphutanuprasa by tho
intelligent and the good.

5. Here the author deals with Fziggsw. Two
different constructions can be put upon this defini-
tion. If at fixed places in each hemistich or foot a
particular letter or syllable repeats itself it is a case
of Sphutanuprasa. According to this construction
it may be seen that the repetition of the letter ar
at the end of the first two padas and the repetition
of the letter @f at the end of tho next two padas is
a sufficient compliance with the requirements of this
definition. Another possible construction is this.
If the repetition of a letter is restriclted to each
hemistich or pdda so that different letters are re-
peated in different Ardhas or Padas, it is a case of
THIE@NE.  According to this construction the second
Ardha alone of this verse forms the illustration. In
the first foot of the second half the letters war, and
in the second foot the letters &ar are repeated. In
Vrttyanuprasa a letter is repeated throughout,
whereas in Sphutanuprasa the repetition is restricted

,to a foot or hemistich, and the different Ardhas
or Padas contain different repetitions of that sort..
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STHMIATAGEFATIAE T894 |
TZH WG MAZIWEZI-LAY |l § I

6. A fixed repetition of letters in words
-denoting the Upameya (object compared) and the
Upamana (standard of comparison) is deemed to be
Arthanuprasa. Saluting the pair of feet of Govinda
is (as delightful as applying) sandal.

6. In this verse the author defines and illus-
trates sigs® in the first and second halves of the
verse respectively. SudRaamEl, anigfdfk gar to be
imported from the previous verse. saigsE s,
A fixed repetition of letters in words denoting
the Upamana and the Upameya is called Arthanu-
prasa. The words =% and =34 in the second half
respectively denote the Upamana and the Upameya.
Misew TG, TW ARG  MAGEUETEARA  TEH @G
A prostration at the ‘feet of Govinda is indeed
saundal-paste. Sandal-paste is very cool, refreshing
and pleasant. Likewise is the salutation of the
Lord’s feet. Strictly so far as the sense is concerned
this will be an instance of the s=i@#1T known as
®T%F or metaphor. But here we are concerned
with the sound-aspect. The repetition in ==z and
gegd  gives rise to the éubdélari.lkéra known as
srafgmg.  In dwg=@ and 393399 there is proximity
between the sounds repeated. In waigy®@ proximijty
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is not essential. The repetition may take place
with a very wide interval between. In fact in this
illustration the repetitions are at the two farthest
ends of the hemistich. Then in what way does
it differ from Sphutanuprasa ? Ordinarily speaking,
the first three syllables and the last three syllables
being fixed places in which repetition has taken
place, this will fall within the purview of a Sphu-
tanuprasa. But the distinction of Arthanuprasa
will be apparent on a consideration of the mean-
ings of the words which contain the repetition. The
one denotes the Upamana, and the other the Upa-
meya. Since the distinctive feature of this Sabda-
larhkara has reference to a consideration of Artha
or the sense, it is called Arthanuprasa.

gAERATIH grewrdfag |
JgFd TA FwEAUFagTEEr 1o ||

7. A statement that contains an ostensible
repetition of ideas is an example of Punaruktaprati-
kasa. Yonder Moon reaches the horizon, beautifying
it with hisrays.

7. What is gaemsdidm ? It is grewmiddRd.
Where words whmh ostensibly denote the same
idea are employed in different meanings they give
risp to gAEwydHE, literally, an ostensible repetis
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tion. The illustration is given in the second half.
18} aigft sFaved S8R Yonder Moon reaches the end
of the sky. Obviously this is a description of the
moonset. How does he reach ? sghn: #rFa: & =im-
#1+4 $a9 Making the end of the sky charming with
his radiance. Superficially &g#isd and errayusd are
identical in meaning. YTT = FTFFT:.  qTAIET
9q: AEAYFA:.  Sig® and AT are synonyms meaning:
a cloth. Hence the two words appear like a
repetition. But their real meanings are different.
The one means #igfr: & attractive by means of
his rays, and the other means sFatsa a=d the end
of the sky. This is therefore a case of gagmsdiwmra.

TTTANETH QARG T |
TuE GAAT gAAGITTE 4G 0 < |

8. The foremost of poets whose language-
excels by a pre-eminent sweetness hold as Yamaka,.
the repetition of a group of letters—which is the
germ that develops as the root of a poet’s glory.

8. This 8loka deals with an%, the gem among
Sabdalamkaras, smgw: auiai e AR 9 AEEESEEE
gas fag:.  They hold the repetition of a group of
sounds as Yamaka. Its strict definition can be given
%8 follows. An immediate repetition of the same set
of sounds in different meaningsis Yamaka. What is.
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the subject of f&g:? saAm: The foremost. R ¥4 9, 7
_angd gafy A 7 gedmgda=a: People in the forefront
in whose speech there is sweetness of the highest
type. They know it as Vamaka. How ia Yamaka ?
X, @I @, 9 qG @Al A% s the sprout
which develops as the root of a poet’s praise
cor glory. It may be seen that @a® and qgd are
repeated respectively in the first and second halves
of the verse without a break, but in different mean-
ings. Poets very often revel in the employment of
Vamaka. BEven Kalidasa who has scant regard for
Sabdalammkara uses this largely in the ninth canto
of Raghuvam$a throughout.

The following is a synopsis of Sabdalamkaras
mentioned in Chandraloka.

1. wga isa repetition of vowels, consonants
and of vowels and consonants togethor.

9. gegm@ is a repetition of gingle lotter or
“letters throughout.

3. @rEg ™ is a repetition of a word in the
. game meaning, but with a different import.

4, FZEAE is a repetition of the same syllable
.at fixed places in every Ardha or Pada or o repeti~
tion of letters confined to each separate Padu or
Ardha. .

5. wralaam is a repetition of letters in the same
«order in words denoting Upamana and Upameya.
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6. ygaAwwAdidEm is an  employment of twp
different words that are ostensily synonymous,
but really different in meaning.

7. aA% is a repetition of the same group of
letters without interruption.

FISAATREE GEIAME S5 |
TGS FNFEAT AR 1 ]
FIYAT AIEEIT TEFUGHT |
RIFHARCHIGT FTROSTHRIHGT I Lo )

9. The formation of verses so as to take a
sword-like shape and other similar shapes is in-
stanced as Chitra Ly the best of literati. The first of
them is cited in a pair of 8lokas pleasing to
wise men.

10. Your sword, beautiful and frightful, with
its parts slightly red with the application of saffron-
paste and resting on the noecks of your foesislike a
loving damsel possessed of beautiful hands and
forehead, with her body reddened by the application
of saffon paste and leaning on the neck of your foe.

9 & 10. Letters can be arranged in a verse so
as to admit of their taking the shape of a sword and
the like when put down .in writing. There are
geyeral %4s or formations. of this type. Besides.the.
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=5a= or the sword-like shape which is dealt with
in this verse, there are several such designs
treated of in other works on rhetoric. We have got
gu@se, GFTT, YHI, T, a1qa7d, AFTET and so on.
All these are known as f%, because they take the
form of a picture. FEaREEl: @RFuR A @@, In
“the second half the author states that he is giving
an illustration of @xasa—3s@g=ad. Since in the first
half the expression @gsaiik is used, the word =wd
here refers to @gaa. -Awgdl gwalf&®. A pair of
verses which delight the meritorious is given as an
illustration of the sword-like formation. ifidia etc.
This is addressed to a king by his parasite. waa:
mRe #RAT (waR). Your sword behaves like a
loving damsel. Then follow the adjectives which
are common both to the sword and the damsel. =g~
gt sURE ¥ weadE..  Your sword is beautiful
and frightful. & = sfes ¥ suled, T Fules gan a
-geeaR®  The lady has beautiful hands and
forehead. ®THi® &%, AT AW AN TWH W FEAN-
www@. The body of the sword as well as that of
the damsel is red through the application of saffron
paste. Further how are they? mH: #v&:, @
wfas, qa anfar aaevsrewmia. - Your sword rests on
the neck of enemies. Similarly the damsel was
deaning on the neck of your enemy. By virtue of
+his adjective if is to be understood that the word
<gf# refers to the enemy’s wife. Verses9 and 10
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put together can be arranged in a sword-like

shape. See the diagram appended at the end of
the book.

IQATSHIT: (1)

IqAT 4T IS afd 5q18 |
739 GIAESwIgEAART 1 22 |

11. Upama is the figure of speech where a
wealth of similarity shines bright between two
objects as between the two lofty breasts sporting
on the bosom of a delicate-bodied damsel.

1l. Having dealt with Sabdalamkaras or §-
gures of speechrelating to the sound, the author now
begins to treat of Arthalamkaras or figures of speech
pertaining to the sense. The first and foremost figure
of speech is Upama or simile. a7 g2: Gresgwedl: szafy
(%) sww swwc. A comparison of two similar
objects is Upama. If the same object were com-
pared to itself, the figure of speech will be s=a%;
hence the word &f:. An example of w717 is g
ggRa *wma. The Moon is bright like the Moon.,
There the Moon is compared to the Moon itself.
Hence there are no two objects that are compared

~with each other, and as such it fills outside the
scope of Upama. w&ew@esd: seaR. The similarity
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must be attractive; it must appeal to the heart of’
a Sahrdaya. Hence a prosaic comparison like @ng-
ftg g%9: will not be an example of Upama. Further
the similarity must be clearly expressed; otherwise
it will fall within the province of Swaiafe. An
example for Upama is furnished in the second half
of the verse. 31 ®=d: T Tra@maRkT. The
similarity of the two objects in an Upama shines as
between the two lofty breasts dancing on the
bosom of a damsel. ¥3: is an Indeclinable meaning
g=aa, adjectival to @adAn. The two objects de-
noted by the word gar: in the definition in the
I9FgRfE correspond to @AA: in the illustration in
the Su@a#Ifz. AT is an object which is the subject
of the context, with which another object is com-
pared. =9d19 is an object not relevant to the
context, but referred to as one to which the 397 ig
compared i.e., the standard of comparison, @aROTH
is the common feature ‘between Upamana and
Upameya. a1 is the word denoting similarity.
For example, in 3@ 373Rq #1=d, @ or face stands for
the Upameya, 37§ or the Moon for Upamana, F=a
of charming for @¥Ruwd, and 33 for SymArT%.
‘Where all these four elements are present, the
passage serves as an.example of ilgal. Where-
one, .1wo or three of the above-mentioned four
elements.is absent, as the case may be, it will be
an.efample. of gaimar. The distinction 'between
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quiqar and g@aAr has been elaborately dealt with in
Kuvalayananda. Kuvalayananda is a standard
work on rhetoric written by Appayya Dikshita
where, adopting Chandraloka as the basis, he has
improved upon it by suitably amending the defini-
tions, giving further and better illustrations and
explanations wherever necessary, and pointing
out the distinctions between the several figures
of speech. In fact the present $loka as amended in
Kuvalayananda runs thus:—

AT I AEIFSFHIERTR gal:

g gon 3 AfG: @aFEITE )

Having explained this as an example of gaifqar,
the author of Kuvalayananda proceeds to deal with
WAt as follows :—

JEAATAOHRAAF@ T |
wERsagmaEifg s gaaame-r |

He gives exampleq of his own for @fwar as
follows:—

afRggearan sqd agaT |
AT WIAYIR T awft W@ 7T 0
qUF] AT G STAT N T qLA: |
SESEIERICIDEIERIE Sttt i

A comprehensive definition of Upama has been
given in Kuvalayananda as follows:—astgm=adaar:
WEIIEIAGEHTI I GRPFEATA MR cyxawali R,
¥05 FHEUT INTASHELE U

2
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HAFTIIEHIC (2)

STMIANATA TAFET TR |
srgREERAEIET WAgawA=a: || 2R I

12. Where the characteristics of the Upamana
and the Upameya are present in one and the same
object, the figure of speech is Ananvaya, eg.,
The Moon is like the Moon.

12. Where an object is compared to itself the
figure of speech known as Ananvaya arises. Vide
Kuvalayananda:—U#€dd g%« STARMAGEIOTAATT:,
Here the Moon is compared to the Moon itself. Hence
the figure is st979g. &=+ 1is so-called, because a
similarity of an object to itself is not consistent. #
fgd sreag: 7ftma §: wweaw:. The motive for such a com-
parison is to suggest that the object dealt with is
beyond comparison. smaRRiscyg@ifige granrarsga=-
agrmada. The distinetion between Upama and
Ananvaya is quite apparent. In Upamd there are
two objects, one of which is compared to the other,
whereas in Ananvaya an object is compared to
itself. In Ananvaya, §awodd or the common feature
may be expressed or implied. If the illustration
given in Chandraloka be modified as g=gRegRa s,
as it has deen done in Kuvalayananda, it will
serve as an example where the common feature is
expressed *4M or ‘charming’ denotes the expressed
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common characteristic. Another example of sweay
where the common characteristic isleft to be implied
may be noted in the following sloka—

T AATFR AL GERGH: |
TRUATRNGE TATATART |

STHNTATSHIT (3)

QI ZNWALINNGHT T4 |
qAISYT 37 Quieedt 9% g1 @i 623

13. If the relationship of Upamana and Upa-
"meya is reciprocal, it is deemed to be an instance
‘of Upameyopama. Virtue is abounding like wealth,
and wealth like virtue with you.

13. aq stands for SaaATA9RTd, the characteris-
tics of the Upamana and the Upameya. gt
“There must be two objects, not one as in Ananvaya.
g7t 37 If the similarity is described as reciprocal.
Hence there must be two sentences in the first of
which Upameya is compared to the Upamana and
in the second the Upamana is compared to the
Upameya. Iaadigar @ar. It is deemed to be an
instance of IwAadigw. The etymology of the word is
to be explained as 3u¥g@ gqar. The second half of
the verse sets out theillustration. adisizgetc. Thig
iy addressed to a king by an adm®er. Dharma is
1ike Artha, and Artha is like Dharma in you. The
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motive for this reciprocal comparison is to suggest:
that there is no third object with which the
Upameya can be compared. Vide Kuvalayananda:-
g R STARTATcART gdfirazgsaa=dnag |« The
motive in Ananvaya is Fdizazasaa=dz. Herein lies
the difference between these two Alarhkaras. In
the illustration cited, the common characteristic
qisft: or abundance is expressed. If the word guisf:
be eliminated, the common characteristic will be
implied. For an implied use of the common
characteristic, vide the following example cited in

Kuvalayananda—
TR 9@ NSMT @ 80 3 TEUE 39 349 |
FHUFHRTRTRAN FgZIF 0

TATIHTSEIC (4)

ratmwhqnmm 9 |IGIHATT |
e "IN 987 11 28 1

14. Where an object generally reputed as an
Upamana is used as an Upameya, the figure of
speech is Pratipopama. Example:—The Moon is
like the lady’s face.

14. sdta lit, reverse, is so-called, because
the relationship of Upam&@na and Upameya is.
reversed. What is ordinarily referred to as an
Upamana is expressed as an Upameya. Generally
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a lady’s face is compared to the Moon, but since in
-the illustration given g=gg@fa the Moon is compared
to a lady’s face, the figure of speech is Sdidigar.
Kuvalayananda refers to this figure as sdiT and
not as sdqtfiwar. The definition and illustration have
‘been modified in Kuvalayananda as follows:—

THIGIAREGTNT T IEETY |

ARG 95 (AZFAAEN B 1

The figure of speech known as wdta is referred
40 in Chandraloka later on in verse 100 :—
sfagaard@ dREgeRaa: |
T8 Agad q@n &% @ g

But both these are referred to in Kuvalaya-
nanda as varieties of it of which three other.
-varieties also are enumerated there. A classic
example of sdftdiaar according to Chandraloka or of
wdfiq of the first type according to Kuvalayananda.
anay be noted in the foliowing éloka—

raaggnEEfea e an akedal
Acafa: 5 ag gE=samsd asf

ash SgagmReaaen asEar T
arEaRAEaEaf § ¥ 9 gera

ZtsaraATSHRIC: (5)

IYAM d ANBNEILET IiFAmEA0 |
ANTINS 99 V@i Nergseaqan 1 %
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15. Where an Upameya is described to play
the role of Upamana—(when an Upamana is fol-
lowed by ‘charm’ and the like words) it is a case of
Lalitopama. Your pair of eyes bears the charm of
a pair of blue lotuses.

15. When words like @@, =ifeq, e, Rem
and @&dft: are tacked on to the word denoting the
Upamana, and as a consequence thereof the property
of the Upamana is attributed to the Upameya. the
figure of speech is af@@war.  The second half of the-
verse illustrates the same. It is addressed to a
lady. The lady’s eyes are the Upameya. To
them is ascribed the charm of blue lotuses. Hence
the figure is Lalitopama. This is treated as gam-
sfafzdar in Kuvalayananda. Vide the following:
extract therefrom— ,

qgERfaas Feeeea RRRET |
AAAGTS q¥ At DergsEaan |

w3 A Aergamadeaaidd fedT | ¢ e
e oRAWA w9R3F suga. For an example
vide the following $loka of Uttararamacharita.

YRIFFAGF I ALSTATRT JTY:
EfrdTase g A @9 wIa
aX FtqrAreUeRTNART aF yA-
. aSrIEersT sHeEEraaRd T ) V=35,
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AIFA™ T T QIR |
ISR sl s g a9r | 28 1

16. . The figure of speech is Stabakopama
where there are different pairs of Upamana and

Upameya. I resort to the feet of Vishnu as a bee to
a lotus-flower.

4

16.. . The author of.the commentary Rama on
Chandraleka gives the exact definition of Stabake-
pama as gHgRean @red. Here the comparison is not
between the black bee and.the devotee or between
the lotus-flower and Vishnu’s feet separately. The
comparison is between:the black bee in its relation
to the lotus-flower:and the devotee in his relation.
to-Vishnu’s feet.. This is not mentioned by Appayya
Dikshita in Kuvalayandnda, His idea is that this
strictly falls within the range of swaEswR., @I
means a bunch. @sH9AT is so-called, because the
Upamana :and Upameya constitute two different
bunches.

HIOIATSHIT: (7)

QAL o7, S (e |
[ o o3 ™ ¢
QRN FEZI AAvTgszg® 1L 2.0
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17. Where one common property is predicated
of both the Upamana and the Upameya, there will
be Sampiirnopama. Just as lotuses, so did the eves
bloom at the dawn of the day.

17. In Upama, the common property of Upa-
mana or Upameya or both will fall into the STIRIE,
whereas in Samp@irnopama the common property of
both must be f¥7. s z7 is an object in respect of
which an attribute is predicated, whereas fa3¥ is the
attribute that is predicated. In 3gRT F&@ @=L,
Saundarya or charm is an accomplished fact so far
as the Moon is concerned and has to be predicated
with reference to the face. Hence the common
property is an attribute of 3¥@ with reference to the
Upamana and R with reference to the Upameya.
But in the illustration here cited Rfza or blooming
at daybreak is predicated of both the Upamana and
Upameya viz., the lotuses and the eyes. Hence this
is an instance of Sampiirnopama. This is also not
referred to in Kuvalayananda as a separate figure
of speech, obviously because it can be included
under the head of Swa@®X. This Samplrnopama, it
is to be noted, is not identical with quieat referred
to in Kuvalayananda,

TUREHR: (8) a
TR GGG |
Iragaad fafaes SRS 0 2
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18. Riipaka is deemed to exist where the
wall of Upameya is fully covered with the painting
of Upamana.

18. SumERy fas 39 IqA@REM SWIAT sonawed.
@l ayz,  fufa: @3aif sweas 9 a7 swwfsrd. Ripaka
or metaphor arises where there is complete identi-
fication of Upamana and Upameya, both being
oxpressed. ITWIAW TIT IUATW (@4 &IF, The
colour of Upamana is fully imparted to the Upa-
meya. Upameya shines in the colours of Upamana.
§@97%: is a typical example of Riipaka. H&AT =+x:
Haa=x: The Moon in the form of the face. Simi-
larly samaR and Iwvgadi fAf: are also examples of
Riipaka. In the former, the Upamana and the
Upameya have been compounded in a Samésa ;
hence it is an example of gnwrAzes®. In the lat-
ter the Upamana and the Upameya are not com-
pounded; hence it is an example of SHEAIEIH.
These Riipaka samasas fall under the waytsdasfx
group sanctioned by Panini.

Kuvalayananda divides Ripaka into two
classes—u¥zETF and agEIE, and each is sub-di-
vided into three classes—aifa®, 7 and argwa. Fora
better definition of Riipaka with its classification
and illustrations, see the following extract from
Kuvalayananda :—

Rezgdzaraed Rvaw aq
w94 afrafaFgegaagaaitata: |

L J
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o f gl randa g gv g )
s a1 gegeaididis FEEag o
syfguaay eftsa guefzam
SEqT YRTZAN S AAER @A 0
aratyaetr seiganTiRa )
317 FufgAwsgrgaIAIshisTa |
Riipaka is so-called, because the &1 or colour or
form of the Upamana is ascribed to the Upameya.
The essence of Riipaka is @@19 as distinguished
from erga@mA which is of the essence of siRmafs.
o109 is the identification of the Upameya with an
Upamana without the Upameya being eclipsed by
the Upamana. Bsfo sffoes fyaer 397 g8 areey-
sftfd: edie:. Adhyavasina is the identification of
the Upameya with an Upamana which completely
eclipses the Upameya. farftoes gafiwrer sFaamwand-
@: srepa@ig:. To express the same idea in simpler lan-
guage, in Ripaka the Upameya will be expressed. In
Atifayokti it merges into* the Upaméana ; the Upa-
mana alone is expressed and the Upameva is left to
be-inferred. Fe@w=E ¥ will be an example of 9%,
whereas =g 95 used with reference to the face will
serve as an example of siRzdfm. The following
$loka of Ratnavali illustrates Ripaka. .

f& wqm w5 7 gl agameg fud a &
& ar sndaaw gea mSwaFa ey
=3t a9 qAT F39¢: HargrgEd
0 A A aaaeds R [11-14.
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QITMITIFRISFHIC (8) b

AT IFAETTRAEIFH |
Saw@RIgsaeg=sgg@Ee I 22 1

19. When the said super-imposition is ex-
pressly traced to a common attribute, the figure is
Sopadhi Ripaka. Example:—Indra in the matter
of destroying the accredited followers (visible wings)
of haughty rulers (mountains).

19. gr=g+fwq (wd). In effect 3% means
AT, GAFHT FE, AT @ ST T FAATHIFAARTE
By an 319 or identification justified by a connection
with a common attribute. This figure is called"
Sopadhi Ripaka, because the =19 is accompanied by
an 3Iqfa or delimiting factor which is responsible
for the identity. The example is set out in the’
second half of the verse.” A king is described in
those terms. sftwwi: @Rwd va @RgT:, I = 9g @
wer:, a@ P, aend 3%, Here haughty rulers are iden-
tified with mischievous mountains, their followers
with the wings of mountains, and the king with
Indra. In a Sopadhi Ripaka the Upamana comes’
immediately after the mention of @ur@gd whereas
in Riipaka the Upamana comes after the Upameya. .
In g@=&, the Upamana ¥% comes after the Upa- -
meya §@. Hence it is an example of Ripaka. In.
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-3fFw ote. the Upamana 33&T comes after the men-
tion of @Toad ie, w==dg. Hence this is an
example of @mfusss. This distinction bas been
succinetly brought out by the author of Rama as
follows:—gquiiad  ITAAATIFIsETA  EIFT, EATUE-

- gReaaky mAn g a4, In this illustration the &%
in @Rwa and 99 aids the @wfusws. This figure of

- speech is not separately mentioned in Kuvalaya-
nanda. Other rhetoricians treat this figure of speech

. as 9(=RY, a variety of Rapaka.

IETZTEIRISHC (8) ¢

gUFHRAAIEsd T30 ARSIy |
IPATATGE THT FAYTE: |l Re |l

20. A Riapaka where an elegant point of
. similarity is made out by a separated expression is
. called Sadréya Rapaka. Your tree of arm shines
with the charming five branches in the shape of
your hand.

20. =¥ means attractive. g4% By a separate
expression. #%4 grexd Similarity expressed. #zIaEqs.
It goes by that name. The second half of the verse
sets out the illustration. ¥ TWq & Y& w3 4FE: VWA,
_Here the king’s arm is identified with a tree. How
i3 that tree? ' Sz@~{: U9 [W@ UT IFET THOTE: I
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g: sgrwgwe: 81, The tree is poscessed of five
branches. Your arm is possessed of five fingers.
gam® means a band. Vide Amara —9zzu@: 7: gifo:,
Here the identity of the king’s arm with the tree is
a condition precedent to the identity of five fingers
with the five branches. 7Zm@E, the common attri-
bute is referred to separately from the Upamana and
Upameya. InSopadhiRipaka, the common attribute
and the Upamana are set out in the same compound.
Here they are separately mentioned. In the former
the identity of Upamana and Upameya is brought
about as a result of the common attribute. The
identification of the enemies’ followers with the
wings of mountains is independent of and precedes
the identification of the king with Indra. But
here the commonness of the attribute is itself
brought about as a result of the identity of
Upamana and Upameya. Hence the order of the
two is reversed in this case. Vide the following
extract from Rama:—e% ¥ FeE@RDTCHT wmigAy
MEEARTEAT: | o QF TEEed WUTy YUY, ag Quarg-
g1xaq. Other rhetoricians treat this figure of speech
a8 gHEAEgRNT-aa7989E, a variety of Ripaka. This

is also not separately meationed in Kuvalayananda...
ATTTECTHRISHITC (8)d
[ ]

AigFIR@T TRy |
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21. Expressions like ‘the stick of the body’
are examples of Abbasa Ripaka.

21. The identity of the body with a stick not
. heing quite happy, the figure of speech is called
Abhasa Riipaka. The compound #gafy: will have
- to be dissolved as e13q7 3fy:. If it were dissolved as
. an SafaagaE@—3s afgla, the figure of speech will be
ggal, Sanction for Iufqagam™ is to be traced to
Panini :—3aRid samRf: graegrsad.  Abhasa Ripaka
100 is not referred to in Kuvalayananda.

FUTETRISHIT: (8) e

sgafbugagienfy sfasesy 1 2 1)

21. Expressions like ‘the bow-creeper in the
form of the stick-body’ are instances of Ripita
‘Ripaka.

21. Here there are two Riipakas, one heaped
upon the other. Firstly a lady’s body is identitied
with af¥ a stick. Secondly 939 a bow is identified
with & a creeper. Then both are identified.

- gfigse® is so-called, because a Riipaka is described
with reference to an object that is already the
subject of a Ripaka. The full verse from which
this illustration is exiracted runs as follows:—
AFARIgINNTT FAG: |
SrEAR g a6 w4 q aean g ‘
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gicorrarEE: (9)

gROAISAN RaRAT: (AT |
FFIT 991 WA TEAANTL &7 1 Q|

22. Where (in addition to the super-imposition
of the one on the other as in Riipaka) the identity
of Upamana and Upameya results through the
relationship with the predicate, the figure is said to
be Parindma. Questioned by the lover in private,
-she only gave the answer of silence.

22. @9 which is at the foundation of Ripaka
is also the basis for Parinama. But the additional
feature in Parinama is that the identity between
the two is brought about by reason of a relationship
with the predicate. Vide Rama—afigq #=3 sr=a.
ARrgAMQARTd: ¥ ATEh AT waRk 9T @ aR-
arg:.  In the illustration set out in the cecond half
of the verse, @4 or silence admits of being identified
with 9T or reply by reason of its relationship with
the action of a1 expressed by 2. Kuvalayananda
gives a different definition of Parinama as follows.

qfio: Fenadfzedt Ramaar |
SqAF T At AR 0

Its explanation is as follows:—Where the

. . \d -
Upamana whose form isascribed to the Upameya is
incapable of independently governing the predicate,
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and consequently it has again to pass through the
perspective of Upameya, the figure of speech is
Parinama. In the illustration there given, the
lotus whose form is ascribed to the eyesis incapable
of seeing, and as such it has again 1o be clothed
with the character of the Upameyu viz., the eyes,
so as to enable it to perform the function of seeing,
and therefore it is a case of Parindma. That the des-
cription of Parinama in Kuvalayananda materially
differs from that in Chandraloka will be apparent
irom the following extract fromi Kuvalayananda.
gyrgma fufi FERcEielfas faome: qaga ageif.
agAaEIEaEar aRRAvEa ag WRomesE, According to
Chandraloka, the predicated action is the root-cause
of the identity between Upamana and Upameya.
Silence can be conceived of as identical with a
reply, only when it is governed by the predicate 3.
According to Kuvalayananda the Upamana has to
resume the character of Upameya to justify its.
relationship with the predicated action.

IgEFF (10)

ergfﬁg%ﬂi‘wﬁx@éﬁam /|
&t ww: g w@: aIRRE | 13 0

23. 'Whiere a certain object is conceived of im
different ways by different persons, the figure of
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speech is Ullekha. He was seen as the God of love
by ladies, as the Moon by his dear friends, and as
the God of death by bhis enemies.

23. =9 is at the foundation of Ullekha also.
But here different capacities are ascribed to a single
object by different persons. In the example one and
the same king is identified by different persons
with different objects. He is seen as Cupid by
sweethearts, as the Moon by his comrades and as
Yama by his foes. His loveliness, suavity and
valour are respectively the causes for the different.
conceptions. Where an object is conceived of in
different ways by the same person with reference
to different features, there also the figure of speech
is Ullekha. According to the previous construction
the word agfa: in the definition was rendered as
ggfa: g&%:, but here it means ﬁgﬁ‘lﬁﬁ%\l:. Kuvala-
yananda deals with both types of Ullekha, and for
the latter type gives the following example—gdw-
gaAisd il @isw: wugs.  Here one and the same
person identifies the king with Guru, Arjuna and
Bhishma in respect of speecb, renown and arch-
ery. TUllekha literally means conception. It in-
cludes a manifold conception by a single person
or different persons. In Ripaka and Parinama
there is only one identity referred tq. In Ullekha

there is a series of identities.
3
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FALTANIAG TEATEEEI |
A guig: & A sTiqagradey 1 *Y 1

24. An express concealment of the truth with
a view to an express assumption of a fiction is
Apahnuti. The one seen yonder is not the Moon,
but it is the lotus of the ethereal Ganges.

24. Apahnuti literally means concealment.
Five kinds of Apahnuti are referred to in Chandra-
loka—geughR, wiwugh, A=IER, 3%9gh and Iaaugh
and they are dealt with in order in verses 24 to 28.
The present §loka deals with 319§ pure and simple.
Tts definition can be clearly known from the
translation given above. In Riipaka, Parinama and
Ullekha, no doubt there is an express assumption of
a fiction, but the concealment of truth is not express.
Hereit isexpress. The real character of the Moon as
such is negatived with reference to the Moon ex-
pressly, .and the fictitious character of the lotus of
the aerial Ganges is attributed to it. Henceitis a
case of gy pure and simple. Another example
cited in Kuvalayananda is as follows :—

g ¥R wafdy sohi: g R AR

A R R eemte . 1
53 aeRedmforseta clewd

aEeE MR daarqaad sidrgm=Esm o

4
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THROGRIT A PR |

- ard gaiy: % af€ gaig: Jedigag i o

25. Anexpressdenial of the real characteristic
alone of an object with a view to fictitiously
.attributing it to another is called Paryastapahnuti.
The one seen yonder is no Moon, but the beloved’s
face is the Moon.

25. InParyastapahnutithere isno suppression
of an object, butonly of its real characteristic, and
the latter is fictitiously ascribed to something else.
In Suddhdpahnuti, the Moon as such was concealed
and the character of the aerial lotus ascribed to
it. But here the Moon is not denied, but its
-characteristic is attributed to the beloved’s face.
Hence the significance of @iy in wdAry R,
+fiT is not denied, but only the w#, Rama defines
it accurately as follows :— afafi Hﬁiﬁﬁ‘q{‘% AEHRATIT-
4 w@mgh:.  The following is another example
«cited in Kuvalayananda—

ZreES A7 AT Ry @
A 9 SqQIAT TS |

fadtr s g8 § Re: .
sygfaal gata g g o .
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wrarggaEsEr: (1)

AEAMERTAET TEAT ISa0Y |
A 9T DFFTSTR HTaA@WC N\ .

26. Where an illusion is expressed by a
person and it is cleared and the truth established by
another, the figure of speech is Bhrantapahnuti.
That which appears along with tremor on your
body—is it fever ? No, friend, it is Cupid.

26. Really speaking, in ¥yrawgR there is no
concealment of the truth. On the other hand a dis-
illusion takes place, and truth is established. Rama
gives the following definition:—fRrrdwafasrarig-
QiR EA A% ®a+ qragR:. Firstly the female
friend of a lady mistook the change on her shivering
person as due to fever, but she is disillusioned by
the other by saying ‘No, it is due to love. =R @
drwrd 597 % represents the question of the female.
friend made under a mistake. ¥ &fE, (Fg) =
represents the disillusionment by the lady herself..
Another example cited in Kuvalayananda :—

AR TfEERie afw: Asagaragss: |

7 & 7R RFeAsal grerrsisamen wg geg 0

FwOgASHIC (L1)d

SRUERIE T TqFER |
ANETHEA] OS2 Fleq: 6T & T3 11 R0 b
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27. When the truth of a statement is suspected
by another, and the same is concealed by the
-speaker by an express denial, the figure is said to
be Chhekapahnuti. The charlatan clung to my feet.
Is it your lover? No, the anklet.

27. 3% means a clever person- SFUER is
-concealment by a clever person. Kuvalayananda
gives the following definition of BFwgh—werRich-
froR wel oFla yawi sdwanataratae  qered
B%UER:.  In the illustration given above, wwewsa@y
-&4: is the statement of a truth by a heroine. @i=a:
% is the query of the female friend who suspected
the truth. af 49t: is the denial of the same by the
heroine and a false explanation by her of her
previous statement. Another example of the same
cited in Kuvalayananda is thig—

e Regafa soags adfa Jarag
arfes: 5 AR 9R aft ofa Sa: gm0

As to the difference between this figure of
-speech and Vyajokti, see notes under the latter.

Faarageaswr (11) e
Fq4 YA SAAAGA: e |
fraifta wreaTaan FFaTERIEHRIIE | ¢ It

]
28. A suppression of truth by the use:of
phrases like ‘under the pretext of' and others is
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Kaitavapahnuti. The arrows of Cupid emerge
under the pretext of the beloved’s glances.

28. Rama explainsthisdefinition as follows:—
s 939 PgicdRad aF & IqaTaER: | R seifkaR-
ug:.. The illustration is clear. The following is.
another illustration given in Kuvalayananda—

&y TiRFar AR
AeqEgRAgagIagIaEadn |

e T O ORI P EiCa et
Rt yar a@ Ssagae |

IeHATSHRIC (12) a

EERICIREIRE R I ECRCCIl
IEGEAFI T qEHIUIT T N IR )

29. Where a motive and thelike are poetically
fancied without a denial of the truth, the figure of
speech is known as Utpreksha. The Moon makes.
war with lotuses surely with a view to winning
the beauty of your face.

29. wSwispoetic fancy. Its accurate definition
given in Kuvalayananda is sragads-aRfRT sqw
FERErgaEagesar. In Utprekshd an object is poeti-
cally conceived of asidentical with a different thing.
WA means IFSFAHIEFET:. The real character
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is not 'totally lost sight of, but at the same time
it is made the subject of a doubt with special leaning
towards one of the alternatives. In ¥iffaazs®wT the
identity of the relevant object is completely mis-
taken. In &&Rzre®iX the two alternatives of a doubt
are of equal weight. In ={4gR the real character -
of the relevant object is expressly negatived. In
Rzt the fictitious assumption is absolutely taken
for granted. "Whereas in 33arm there is no illusion
as in wiffaaM, and the real character also makes
itself felt. Asin @&z, so also in I@r there is a
peculiar doubt about the identity of an object. But
of the two alternatives in a doubt there is more a
leaning towards the fictitious character in Utpreksha.
whereas in &g both the alternatives are of
equal force. Further in S the real character is
not expressly negatived as in amugR. ‘Again in
g the fictitious character that is attributed is not
wholly taken for granted, and hence its distinction
from sifazadRs. Now let us examine the definition
given in Chandraloka. a3 Zef: fghk Rar ssfigd &
geden. © The word anf§ in ¥Fal comprises a&g and &%,
Hence 2@k means and includes the cause, identit‘&
and result. 'In Utpreksha, a thing that is not the

causé is ‘suggested as a cause. It goes by the
name of Zader. Further a thing that is not of a
pattictllar character is conceived of as one of that
character. 1t goes by the name of ‘Teqstt or @&ASAT.
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Again a thing which does not result from a relevant
object is fancied to be its-result, and this'goes by
the name of woicear. - g &A1, Unlike Apahnuti,
there is no suppression of the real character in
Utpreksha. The example is given in the second
half of the verse.' It is addressed to a lady by her
lover: In order to win the beauty of your face,
the Moon quarrels with lotuses. The anthor of the
commentary Rama makes out that this illustrates
all the three kinds of Utpreksha mentioned above.
What is the battle between the Moon and lotuses?
When the Moon rises, the lotus fades. When the
Moon goes out, the lotus blooms. This mutual
intolerance is fancied as animosity or quarrel be-
tween the two. In so far as this aspect is concerned,
the Utpreksha relates to @&g. What is the motive
for the quarrel between the Moon aand lotuses ?
They vie with each other in order to attain the
beauty of the lady’s face. Is it a real cause? No,
it is a fancied one. So this illustrates ¥, Further
what is the result to be got from a war by the Moon
or the lotus ? It is the acquisition of the charm of
the lady’s face. Hence the & or fruit is conceived
of fictitiously. Therefore there is w&\S&r as well.
Special attention is to be paid to the word & in
the illustration. The Indeclinable 5 means ‘surely’.
The very mention of the word ‘surely’ indicates
that it is only a poetig fiction. . For a list.of words
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indicative of Utpreksha, vide the following Karika.

7Y 9§ gd 9 ARETERe: |
IR sawAY WeIRaTERsA g |
For a clear idea of the definition, classification
and illustrations of Utpreksha, vide the following
extract from Kuvalayananda :—

11 VI TEIRIHESRAAT |
IwgwEIE fgRigreed o

AT I T ARSI |
fradta aasHiR asdaEs aw

T aargt gt R ATy |
@ Yesal 94 wSEeEy ol u
a7 5 FTNEA a8 FABIAR: |
TIISES TaeaRaFd g A1 TRl |
For an instance of a1, vide the following
:8loka of Raghuvaméa :—

dur e I Rfyeaar @i 98 aar qy@sgsaty
sEaa cERRYTg Ry agamgn XI11-23.

TReaET (12) b

FARFRAE RENAGT T997 |
weRTdnrear AT @Ewy 1 e

30. Where the said poetic fancy is employed
‘without the use of words ‘as if’ and others, it is said
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to be Giigha or a hidden Utpreksha. Tired of roam~
ing about, your fame dived into the heavenly
Ganga.

30. This is only a variety of Utpreksha.
Utpreksha is said to be express when the words 3%
and the like are used, a list of which is given in
the Karika @-d ag etc. referred to at the end of
the notes on the last §loka. When there is an
Utpreksha without the employment of those words,
‘the Utpreksha is said to be implied. In the example
given in the second half of the verse the words
indicative of Utpreksha are not employed by word
of mouth. The fatigue of roaming about in the
world is poetically described as the cause for the
king’s fame immersing itself in the divine Ganga.
Hence it is gagdar. Of course, the purport is that
the king’s fame reached as far as the heaven. If
the passage were read as @edfadaoarEda Ry Gammw
it will be an illustration for an Express Utpreksha.

Wiy-grifa-aygEses (13-15)

areyfiafraaiieResiinay |

UES (@ §@ F WEd w49 1 3% )
¥ AUNAGIERIAGE 95 IFIY |

TFS a1 gIgIAWE g 7 Foras 4 IR 0
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31 & 32. Reminiscence, illusion and doubt
respectively constitute the figures of speech known
as Smrti, Bhranti and Sandeha. When I see the-
lotus, my mind recalls that lady’s face. This intoxi-
cated bee thinks your face to be a lotas. Is it a
lotus or the Moon—we are not certain.

31 & 32. Where the sight of an object rouses
the memory of a similar object or something con-
nected with the same, the figure of speech is #afd or
tgfaur. Likewise where the sight of an object
creates an illusion about the same, the figure is
Fif+d or wifsqard. Similarly where the sight of an object
rouses a doubt about its identity, the figure of speech
is €%z or 4¥g. Examples for all-the three Alarkaras
are set out in order in the three succeeding halves.
The sight of a lotus rouses the lover’s memory of
his sweetheart’s face on account of likeness. Hence
9gSt 939d: ete. illustrates #R. A bee on account of
its infatuation mistakes a lady’s face for a lotus.
Hence 319 sq%9 etc. illustrates wif*d. Here the real
character of the Upameya is completely missed by
the person seeing. Hence it differs from Riipaka..
Nextly the sight of a lotus raises the doubt whether
it is lotus or the Moon. So ugs ar ete. is a case of
#dg. The following three verses cited from Kuvala--
yananda illustrate the said three figures of speech.

in order.
[
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Remamiy safeasi go@r-
TEE: THERTARTE |
Ieiex Pyl siRzawd-
aeniastfraa [k o
IHIFIAAT FHIS TaAS: |
Asly srgweran aufs ggR=shi |
SaTEd FAr TEET gAEAAL: |
% wfgn: By Sy whaer g )

The following §loka of Uttararamacharita llustrates
FqRAA.

sRgRTEUgtITg Rgaader a4T a8 |
 gREgTEEfRst W@ gaagy wAeed maft 1 V—4q,

Hifwa-amrarsFEd (16-17)

Wifed TgaRINFEIIA FLI |

T ArEly SrgraE agw 1 2R
AR 9 aEEIEE O T 9% |
sEAREEr g@ aefy gaae i e

33 & 34. Where the Upamana fails to be
'noticed on account of the superior likeness of
‘Upameya, the figure of speech is Milita. The
paint of red lac was not seen on the naturally
ruddy foot (of the lady). Where the distinction of
-objects is obscured by. their likeness, the figure is
‘Samanya. Thd faces of ladies were not seen in
‘the midst of the lotus-pond.
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33 & 34. The distinction between Milita
and Samanya is very narrow. In the one case the
separate individuality of Upamana and Upameya is
not noticeable. In the other the two objects are
noticeable as two separate entities, but their dis-
tinction is not perceptible. In the illustration for
Milita, the paint of red lac and the ruddy feet are
not perceptible as two different objects. They
appear as a single whole. But in the illustration
for a Samanya the faces of ladies and lotuses are
known as separate objects, but they cannot be
recognized as such. The observer cannot differen-
tiate which is the lady’s face and which is the lotus.
Hence the definition states in Milita—3#gad 7 @&9q
and in Saménya A7 tq 7 @890, In the first the s3fn
or object itself is not observed, whereas in the
second, the T or saFaFYA i.e., distinction alone
escapes notice. The following two verses cited in
Kuvalayananda illustrate Milita and Samanya
respectively.

afmmeEnRer: gaffoEEsgan |
QI 7 SR SREmEREn: |
TAEEYy SEEd: SRR |
ST T A FIAT FOSLIAT 0

IeHTfEarSHIT: (18)
zan A IRpargReiizd aaq |
SfyaregRa == gl = g@nE T 0 34 b
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35. A recognition of the Upameya through an
-excellence (as distinguished from the Upamana)
which comes to light by an adventitious ecircum-
stance is called Unmilita. When the Moon rose,
lotuses and faces were clearly seen.

35. zAsR 3@ Through some reason. 3R As
superior to the Upamana. ¥&fd: A knowledge of the
Upameya. During the day the difference between
lotuses and faces was not seen, both being alike.
‘When the Moon rises, the lotus fades and loses its
‘brightness, but ladies’ faces retain their charm.
Hence by reason of the rise of the Moon—an adven-
titious circumstauce, the Upameya is recognized as
-distinct from and superior to the Upamana, and the
passage therefore falls within the scope of Unmilita.
gedifed literally meaus opening or disclosure. The
scope of this Alamkara is classed in Kuvalayananda
under the heads of two figures of speech viz., s=fi-
‘o and Rav®, but the distinetion is negligible.

AFATASHIT: (19)

AGAH T HAG FROTIIROY |
af HEagaar af AdFs Rud a9 113§
36. Anumana is the inference of a cause and
the 1'ike from an effect and the like. There is.some-
thing (in her heart) inasmuch as she smiled alittle
-on seeing me,
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36. In the illustration, from the effect, viz.,
the smile on the lady’s lip, the cause, viz., her
love is inferred. Hence the figure of speech is
Anumana, lit., inference. Vide the following illus-
tration given in Sahityadarpana.

Srflagsar gk AR AUSased: raETa |
TEHIFaAN: SEIQIISATGTT TSI U

AATIAFHETT: (20)

gt @i fasdagraianag |
o foateaeglaeg: &1 aat aregrg 1 3o

37. Where from the description of one object,
the description of another is stated to follow a for-
tiori, the figure of speech is Arthapatti. That
very Moon has been vanquished by your face.
Where is the question of lotuses ?

37. A better definition of Arthapatti has been
given in Kuvalayananda as follows:—agdardafifs:
Feaaiafaerd.  Arthapatti is the figure where oer-
gfiF=r applies. If a rat is said to have made
away with a stick in which cakes were arranged
it goes without saying that the cakes have been
.devoured by the rat. Thisis known as Dandapiipika
maxim. In the illustration, the Mpon is said to
have been vanquished by the lady’s face. When



48 . CHANDRALOKA

the Moon, the conqueror of lotuses, has himself been
conquered by the lady’s face, where is the question:
of lotuses that fade at the sight of the Moon? The
victory of the face over the lotus follows without
a specific mention. By way of illustration the:
following verse of Kumarasambhava may be cited..

R qraaf sepRTARRgAEARTRE: |
FAwAay 7 Asgafagaf & gedh wafka wEn o VI-95.

FEATSFTSRIC (21)

AREETE TOAT TAATTIES |
QST A+ Feg AfEASH HaE 1 3¢ b

38. Where the expressed idea of a word or a
sentence substantiates another novel idea, it gives.
rise to the figure of speech known as Kavyalinga.
Tool Cupid, you are vanquished ; there is in my
heart the three-eyed lord.

38. ar: od: A A% may be either a word
or a sentence. Where the meaning of % sub-
stantiates a mainidea expressed in a sentence which.
by reason of its peculiarity stands in need of
justification, Kavyalinga arises. In the place of
gaadeads: there is also a reading TAAAEAGE: ..
Kuvalayananda gives a diiferent definition:—
gasIaEE ey giday, Sahityadarpana gives a
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better definition :—3Mateaaaria weafes Angd.  In the
illustration the conquest of Cupid isanovel idea and
consequently needs to be established, and it is done
by the sentence which says that the three-eyed
Siva dwells in the heart of the speaker. The third
fiery eye of Siva is reputed to have burnt Cupid to
ashes, and his presence in the mind of the speakeris
a sufficient reason to enable the speaker to vanquish
Cupid. This is an illustration of the sense of a
sentence justifying the main idea. For the sense
of a word or phrase substantiating the main idea,
vide the following example—

WENGHT WIAEG HTY SXIGHS Ty
T QAT ARgTEFTETEET |
AT ITNRIT BgAT Jereaaaiaar-
JRRRkA MaTraf azmly fdena |

Here the main idea viz., that Moksha or salvation
is tantamount to a delirium is a novel idea, and
it is substantiated by the word FwmelgEE3RR
meaning—‘which cuts at the root of the experi-
ence of the pleasure of serving Bhasma, Rudrakshsa
etc’” A classic example of Kavyalinga is the
following §loka—

JrauTgHEAEfa g an afesdat
Aiwafa: B a1 gEsmEsd T3

AR mgEEaiTaTR ysdar -
TacaeAERRAEal 3839 T gy
4
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Here the intolerance of Fate towards the
speaker, a separated lover, which is a novel idea
is substantiated by the three sentences contained
in the first three feet of the verse. Hence it is a
case of aFAIRFRETTEE.

At this stage we may examine how Kavya-
linga of the aw¥RIE type differs from sral-awarg
and sgwiM. In all the three, no doubt the idea of
a subsidiary sentence accounts for the idea of the
main sentence, but in different ways as pointed
out in Sahityadarpana. In Anumana the subsidiary
sentence serves as an index of the idea in the main
sentence. The slight smile on the lady’s lip is indi-
cative of her affection. Hence sif¥q fRagaa at g
ftad 7 is an example of Anuméana. In sfatamw
the idea in the main sentence is substantiated by a
general statement in the subsidiary sentence. But
in Kavyalinga the idea of the subsidiary sentences
furnishes the reason which brings about or justifies
the idea of the main sentence. The presensge of Siva
in the speaker’s heart justifies and probabilises the
conquest of Cupid. Hence Q&lsf ete. is a case of
Kavyalinga. In other words, in Anumina the
¥ is 99§, in Arthantaranyadsa it is @a¥®, and in
Kavyalinga it is fsqiEs.

Nextly, what is the difference between Rt
and wERgE-wEaRR? No doubt in both, the words
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-denoting the subsidiary ideas are employed as
adjectives. But the difference is that in Kavya-
linga the subsidiary idea that accounts for the
main idea is expressed, whereas in Parikara it
is suggested by the adjective. For instance, the
presence of Siva in the speaker’s heart, an express-
ed idea, accounts for the defeat of Cupid in the
illustration of Kavyalinga. In Parikara the adjec-
tive guigslsaa®: suggests the cool, refreshing
character of Siva, and that suggested idea justifies
the main idea, viz., the removal of torture of the
devotee. The distinction has been pointed out in
Kuvalayananda as follows:—aR®R uwgrdaiFaidsersd-
A FENIEFRE W | FEARR g SEEFEE
TG AT

TRFYSHIC: (22)

ASH qRET A0aqA PRI |
guigHisaraatan gg 9 & 0 3%

39. Where an adjective is suggestive of an
import useful to the context, the figure is Parikara.
May S$iva, adorned by the Moon (Nectar-rayed)
remove your torment.

39. In the illustration the adjective gatg=f®-
@AHT: substantiates the capacity of Siva to remove
the devotee’s torture. Siva has the Moon on his
head. The Moon is cool and refreshing, and his
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rays abound in nectar. The wearer of the Moon is
therefore in a position to remove the heat of per-
sons with whom he comes into contact. Hence the
propriety of the prayer addressed to him to remove
the heat of worldly tortures. An example of ufi&z
may be noticed in the following §loka of Kumara-

sambhava —

9 sERRIGMgAsh agraE agRT sea
gt gemifl Rama@sa=gi ¥ aq afEaas3 o IIT—10.

Here the word Rermam: adjectival to =@, and
the word ggaga: adjectival to 3§ understood, are
suggestive of the superior and inferior equipments.
of Siva and Cupid respectively. The distinction
of this figure of speech from Kavyalinga of the.
q1983% type has been already noticed.

TRETZIERT: (23)
qifaad fasd g waaRsugt |
st geartai grar JTEgds: | o |

40. But where the qualified noun is suggestive:
of a similar import, the figure is Parikarankura.
The Lord Four-armed is the giver of the four
objects of life.

40. The distinction of this from 9R®T is clear.

In afiE the saggestion arises from the adjective,.
but here from the noun. It is appropriate that
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the Four-armed (Vishnu) should dispense the four
Purusharthas—Dharma, Artha, Ka3ma and Moksha.
It is to be noted that Z@Is: is a noun qualified by
%F:.  =gUW: is the name of Vishnu. The propriety
lies in the choice of that particular appellation
-of Vishnu.

AATAFTSFIC (24) FRATTTATRR: (24) 2

AT RATAIFHAF |
AMeglha aF T oFf TUT qug T 1 8L

41. The simultaneous appearance of the cause
and the effect falls under the head known as Akra-
matifayokti. O lord, your arrows and enernies
-simultaneously embrace the string and the Earth
respectively.

41. Chandraloka refers to six kinds of Atisa-
yokti or hyperbole—simarzafs, srm=amis, =uer-
Raats, dasaRmafRs, JeERzafs and  sERafe.
Kuvalayananda adds one more variety viz., @iagdr-
fozits, The fundamental principle of Atifayoktiis
-exaggeration,

The first variety of siRzmdifd referred to in the
text is srmmiRTANFG.  When the cause and effect are
described to be simultaneous, this flgure of speech
arises. The second half of the verse is addressed to
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a king. & ¥ & 3oy quy saf @4 enfexf=a. As applied to:
g, ST means the bowstring ; and as applied to
w: it means the Earth. The contact of arrows with
the bow-string is said to be concurrent with the
enemies’ fall on the Earth. Of course this suggests
the ease with which the king scored a victory over
his foes and his extraordinary valour. This is cer-
tainly a poetic exaggeration.

srgFaTermanE: (24) b

AT AR ST A |
AY A 19 ARG DYT A 8|

42, When the sequence of the cause and the
effect is reversed, it is an instance of Atyantati-
Sayokti. At first her anger disappeared, then she-
was appeased by her lover.

42. In smmifamaife the cause and the effect are
simultaneous. In sm=aifqaafss the effect precedes the
cause. Of course this is calculated to bring home to
the mind the extreme facility with which the effect
is produced. In a love-quarrel the lover appeals to-
his sweetheart to condone his guilt. A description.
of the sweetheart’s pleasure befdre such an appeal
by thelover amounts to a description of the effect pre~
ceding the cause. Hence it is a case of s@-aTiRENfH..
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FueTamans: (24) ¢

JoBfagdfweg Y FgaafEws |
quiify fragerar szRswagiia I 8 1

43. Where an effect is described as brought
about by a mere mention of the cause, it is a case
of Chapalatifayokti. When the lover asked—*Shall
I go,” her ring became a bracelet.

43. The exaggeration in Tg=iRzafs lies in the
fact that the mere mention of the cause produces
the effect. This is also suggestive of the facility
in bringing about the result. The lover merely
asked—Shall I go.” But the sweetheart became
already afflicted with the grief of separation. Her
body languishes. Her ring becomes a bracelet.
So much is she reduced. The following is an oft-
quoted example of this figure of speech—

1t 7 gy o9 agfy grEraia qEaEan |
wfeamf g FeaEgait a3 @ o

FE-IATRATR: (24) d
AT g H: |WECAEST 957 |
937 AgEEE QAR AgAESy U 88 0

44. Sambandhatifayokti is the description of
a thing where it is not. Behold, clinging to the top
of the mansion shines the disc of the Moon.
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44, FEaIR@AiRs ts treated as twofold in Kuvala-
yananda—smt AT and AR IAAEH, postulating
a connection where it is unot, and postulating its
absence where it is. The connection between the
Moon and the top of the mansion is a fiction, and
since it is asserted the illustration given in the text
exemplifies Gaeqfimdifs of the first kind. For the
second type of the same, the following is an
example :—afy araR udx @immifzrag. The king’s
magnanimity is extolied as so high that beggars
ceased to have any regard for the Kalpaka trees.
Here a regard for Kalpaka trees which is a perma-
nent truth is described as absent. The following two
flokas respectively exemplify @araiRzmaif® of the

above two types.
(1) sRaaRad: e srEcETHf: FaaEEaE: |
R gIYTaR IR RavrnfeR d@icezgy o
(2) sdcATaTE @aREARR: |
saFmEl 7 ggiaga ageaEal |

In the first example the joy of Chakravaka
birds is postulated, in the sécond the breasts are .
described to have no interval between when

they have.
Fgwriamaig: (24) e
ACHRRIAN R FATFIT=A |
Q »
AL A~4T SATS I TDFIAS 11 8% Ul
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45. Where a thing is described as different
fromitself, the figure of speechisknown by the term
Bhedakatidayokti. Wonder! The charm of love-
liness on the damsel’s breasts is really different from
what it is

45. The illustration given in Kuvalayananda
for this is the folllowing —spa¥ym  medtimrads
JEI:.

wORTTTATE: (24) f

RIRITIAIHRALT STRAINY |
937 AiSiqsgFarfaavea fan au: U 8§ |

46. Where the Upameya totally merges into
the womb of the Upamana whose form is super-
imposed on it, the figure of speech goes by the name
of Riipakatidayokti. Behold, sharp arrows emerge
from a ‘pair of blue lotuses. :

46. The principle in srwRzAfs is Ffafeaaarm.
It consists of two elements—fwen and srgagra. R
means the suppression of the Upameya. When the
Upameya is not expressly mentioned, but the
Upamana alone whose character is attributed to
the Upameya 1is expressed, fwzm takes place.
Hence in AtiSayokti, the Upameya is never
referred to. o794 means the definate perspective
of the Upameya in the light of the Upamana.
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e distinguishes stRz@fw from &9%. sreaar distin-~
guishes it from IS, In e3ar the Upameya is
suspected to be Upamana with a greater leaning
towards viewing it as Upamana. In aRadifew the
Upameya is definitely determined to be the Upa-
mana. In the illustration given, the pair of eyes
is the Upameya or Riipya, and a pair of blue
lotuses is the Upamana or Riipaka. The pair of eyes
is not expresssly mentioned. It merges into the
womb of the Upamana. The sharp arrows are
no other than the side-glances of love emerging
tfrom a lady’s eyes. Here both f@wtw and sregaarT are

present. Hence it is a case of &I%RTAR. Another
oft-yuoted example of this is the following &loka :—

ardt FIf T T dead gawaa
WEEafraad sadiezhd |
i S gERgnal FeaAsRg)
At geawad afarEegaia: o
Here the navel and other limbs of the lady are-
not specifically mentioned. Their corresponding
Upamanas, ‘a well’ and others alone are expressed.
This is the most important type of sz though
mentioned last. In the scheme of Kuvalayananda
this comes first among the different kinds of =1RxaiRs.

\ TEFTSHIC (25)
NFEEIHY TSSHATHAY |

~

IS TS AUGTAR 1| 89 |

)



FIFTH MAYUKHA 59

47. Attributing a potency to a thing, which
it has not got, goes by the name of Praudhokti.
Black are the-Sarala trees growing on the banks-
of the Jumna.

47. Theriver Yamuna is no doubt black, but it
does not follow that the trees growing on its banks
must be black. The imparting of blackness to
the trees which is not within the competence of
the river is attributed to it. Hence this is an
instance of Praudhokti. The commentary Rama.
has the following remark —ard snRzaifada ASHITUaT-
@fa wsggwmEm:. But there is no specific mention about
thisin Kavyaprakada. Perhapsitisonly a deduction.
from Kavyaprakasa by the author of Rama.

FATTATSTIC (26)

g g wrfiq&iseanﬁrw |
ﬁm wfzwtmrafmra’aa"tawa' I ee
AEE Jgat g U@ a9 aq |

48. A speculation about an object that if it
were g0 and so, something else will result, forms the
figure of, speech known as Sambhavana. If the
pearl sprinkled with waters made white by their
remaining in the interior of crystal jars grows into
a plant, then with the flowers of such a plant cam
be compared your fame.
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48. A Kking is addressed in the passage of
‘illustration. Fameis generally described by poets as
white. The intensity of its whiteness is referred to
by means of a a% or & Crystal jars are white,
pearl is white. Pearl sprinkled with water from
.erystal jars must be still more white. If that pearl
-develops from the stage of a seed to that of a tree,
and that tree puts forth flowers, its flowers must be
extremely white. Then the king's fame can be
.compared to such flowers. The use of so many ‘if’s
clarifies that the Upamana is totally non-existent.
"This figure of speech is treated by the author of
Kavyaprakada as a variety of siRzaiifts —agaial
7 g, and the following éloka is cited as an
.example :—

UFIAFSE ITIAAIIEG: |
a@) g9 dq GEIRMIATIGIE U

Sahityadarpana which follows Kavyaprakada

cites almost a similar example as follows:—
IR wrAvee geRR-Aatgag |
IATIT qE@ qAGH AEH=TAY )

A classic example of this kind of siRzaifRs
according to Kavya Prakaéa, or of Sambhavana
according to Chandraloka is the following éloka of
Magha—

vl afy A TaFTEREEET R T

AT qRedengsTweaTE 94: | 111-8.
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The following éloka of Kumarasambhava may-
also be cited by way of example.

30 sAERT AR ergwEs a1 aghgaeg |
adtsgFaiimee qamEsTEEe: faram 0 I-44.

HETOMSHIT: (27)

NGITFRIGERT T80 11 8% 1)
IIITNAITEAAELSTRA WL
49. An easy fruition of the desire to a higher-

extent than wished for is known as Praharshana.
By the time the lamp was lit, the Sun rose.

49. ==Y and RwWiz represent two extreme op-
posites. In the illustration thelight of thelamp was
wished for, but the much superior light of the
Sun was got. Kuvalayananda refers to two other-
kinds of Praharshana—

(1), sefsTdRiEfaar a& sy
R =Y qe Res 89 gRE o

(2) FegTERETiEEE: T T |
fregaRiedias g afad ff: o

fAagATSHIT (28)

R ELELTAB I i mnq:n{ Il %o I
AeggNAITETARA@ T & |
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50. A happening contrary to the wish with
which a certain course has been pursued is known
as Vishada. By the time the lamp was lit it was

- extinguished.

50. Anotherclassicexample cited in Kuvalaya-
.nanda for this figure of speech is the following:—

uRMRsTR wheafa g
weaggsala gRsafa ageed:
e Rifeaafa aang Bl
gl Z°q g+a afedl T IF|I |

geaTITaEHRT (29)

CRAINTARE® geqar geadiiar ) 42 U
. ~ - ~ RN N o~

AFF(ea AUSE FROEZATT T |
NAAFSISIIFAEST GarRL (1 4R 1)

5L & 52. Parity of objects with reference to

the predicated action or attribute forms the basis

“for Tulyayogita. The flowers of lotus and the faces

-of lustful women shrink alike when the Moon’s disc
kisses the topmost peak of the eastern mountain.

51 & 52. =nfx in fFaifX refers to quality. Hence
fefef: means ‘through an actinn or a quality.’
The plural number in fEnfefir: refers to the
-multifarious actions and qualities individually.
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Where a common action or quality is described
with reference to a number of persons or objects,
the figure of speech is gegaifrar. The difference
between this and §9% is to be noted. In gw=fan
either all of them are 9&gd relevant to the context,
or all of them are st3¢g@ non-relevant, whereas in
Dipaka, both relevant and non-relevant objects are
-described alike. In the illustration &g=fig etc., the
action of shrinking is predicated of lotus-flowers
and lusty women’s faces. Since the nightfall is
described, the lotus-flowers and women’s faces are
both relevant to the context. An illustration of
geaaifiar where the objects that possess the common
attribute are not relevant is given in Kuvalaya-
nanda as follows:—

AEaniEd @8 ww By T wEd )
AIBAATIZAIEISAT FSRAT 0

‘When the tenderness of a lady’s body is the subject
-of the context, the Malati flower, the digit of the
Moon and the plantain-fruit are all outside the
province of the context. For this kind of gsamifar,

Kuvalayananda gives another example from,
Kumarasambhava—

ANFETRIEAN FhAcARHaRAREIST AN |
aseqify 91 R &9 sareggAlemmarEn: u I-36.

Another example will be the following §loka
.of Raghuvamga : — '
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gargaif Raeauf san e Mo aegg )
qIHY BICNTAE 9A7 9ag@ g ¥g: 0 11-15.
Another kind of geaaifdar set out-in Sarasvati-
kanthabharana is referred to in Kuvalayananda.
Its characteristic is RaRY sfadiei—an equal treat-
ment to a friend and a foe. Example:—
yu fvd qegat 954 agafqar )
a4 TeaAeAIE: a9 T3 €
Vet another kind of g=aifar propounded in
Kavyadaria has also been mentioned in Kuvalaya-
nanda. Definition:—
S : GHFA FRNSTAT FEFANRET |
Sparet 9aq: qrafh sitg: @ wAEfy o
Another example of this kind of gegafaar given
there is the following :—
gaarfe gmefiut affgefarai |
yugE 7 fagfa gasaFaf s
This variety of Tulyayogita, as it is according
to Kavyadarfa, is included under the head of &fg by
Chandraloka. f&f% is one of the Lakshanasof Kavya
mentioned in Chandraloka. which are almost on a
par with Alarhkaras. &fg has been referred to in.
the third Mayfikha of Chandraloka in these terms:—
fifg: T3y Fam HPY geaAw |
TARAE R o aosaE: |
Siddbi occurs where a certain object is men-
tioned in the midst of reputed objects so as to in~
crease its status.
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FrgwReHT (30) a

HEGAAGAA T geaed s qaw |

- o

waf gu: gairegai agat wae 0wz 0

53. Parity of relevant and non-relevant ob-
Jects mentioned together constitutes Dipaka. A

wise man holds a high intellect, the Moon nectar,
and yourself the Earth.

53. The distinction of this from TR has
been already pointed out. s is so-called, because
the common attribute predicated with reference to
a relevant object applies casually to the irrelevant
in the same way as a lamp lit for a house lights
the street as well. duarerndivs. Q9% = &+ & ().
Vide Papini:—dw™i . In the illustration, the
king alone is relevant to the context ; the Moon
and the wise man are not. The common predicate
is fafi.  The following is an additional illustration
given in Kuvalayananda :— -

qft: qmide: gaiRsEl 2R
qzafion T TR aRTTEAgRET |
FORUA: GLaaRar arsafar
afvEr e aiaRraTanfiy T )
AFrafiTREHE: (30) b
wY o) WEEMTEY |
Sreenfiraify wrdieg: wewr wikr R g )
5
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54, Where the word expressive of the point
of similarity is repeated with reference to every
one of the similar objects in a Dipaka, that type of
Dipaka is said to be Avrtti Dipaka. The fire
shines with its blaze; the Moon shines with her
splendour; the Sun shines with his lustre.

54, In the illustration, if the day is the
subject of description, the Sun is relevant; if the
night is described, the Moon is relevant; and if the
evening is described, the fire is relevant. The other
two in each are non-relevant. Hence the definition
of Dipaka applies. The common predicated action
is ‘shining.’ Since the word W@ is repeated, the
passage illustrates smgiv@a®. If in the place of
Wfgaar the reading is Rasr W™, the king is the
subject of the context, and the other two are not.
Another type of Dipaka, viz., aredie® is referred to
later on in verse 89.

SiATEqIaSHIC: (31)

armr?rts%mmii’r F{TEIAT HaT |
AN AT G FYLATT THT N %% )

55. Where there is a parallelism in meaning
between two sentences, the figure of speech em-
ployed is Prativastiipama. The Sun beams with his
radiance, the hero shines with his bow.
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55. The etymology of the word sRa&gar is to
be explained thus:—sRe (Ramd) swwr (8E)
sy, In sRE&@en there are two sentences, one
_ dealing with Upamana and one with Upameya. The
action or quality predicated in both the sentences
is the same, but conveyed by different words. In
the illustration, @m¥¥ soY &3 is the sentence dealing
with Upamana, and FXaU« Usa deals with Upame-
ya. The common characteristic predicated in both
the sentences is ‘shining,” but that idea is conveyed
by two different words—ud and Tsa. Here the
predicate is positive in both the sentences. It is
also possible to predicate a positive quality in one
sentence and predicate its negation in the other.
As an example of Prativastiipama of this type,
Kuvalayananda cites the following example :—

RERy R Rgsaaieag
T & e Rl 98 seadgETEg o

As to what is meant by FEgda¥g1d which is of the
essence of this Alamkara, see notes under TgF.

| TEFAEERTC (32)
Afgraafafinad wraEgdsa: |
FFIZARAES GAMITMED[: L 4& I

TISAAAFAY QYT ST |
SET FeFaaT wrEte qan sl
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56 & 57. If there is the semblance of an image
and its reflection between two sentences, the figure
of speech of Drshtanta will arise. If there is the
engagement of a wrestler and his opponent in an
encounter, the militant cry of ‘hum’ will arise. If
your form is visualised in the heart, the wretched
ordainment of Fate is at an end. If the Sun’s
lustre is risen in the East, the night is come to

a close.

56 & 57. TFT and IRAEHT are alike in so
far as there is complete balance between the twe
sentences dealing with Upamana and Upameya.
In sRae@dr the same idea is conveyed by two
different words in two sentences. In TFT two
ideas which are treated alike by reason of their
close resemblance are conveyed in two sentences by
two different words, IEIIRTEIWIT is of the essence
of sRa&wHr whereas R=ufiffsaw® is of the essence
of T=d. There are two illustrations given in the
text for T@=I. In the 56th verse the first half
represents the sentence dealing with Upameya, and
the second half deals with Upamana. The first
half describes the rise of the figure of speech known
as T, the second with the rise of ‘hum.” Corres-
ponding to the condition of Rw=IRFFE in the
IR, there is the condition of wewRwexa in the
YA, Not content with this illustration, the
author gives another illustration of this figure of
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speech in verse 57, It is addressed to Lord Vishnu.
WA= orea: ¥91 39 @9, (9a1) 9o =i This is the
sentence dealing with Upameya. #rsi: 59T S/ @l
I, afE Rava@ avar deals with Upamana. Each one of
the limbs of Swga1Fr has a corresponding counter-
part in the IqwEaFT, and as such both the sentences
are absolutely equally balanced. The two ideas %8I
and T1@1, though really different, so closely resemble
each other that they lend themselves to be viewed
as one idea, and the same is expressed in two
different words. Hence there is (IR
between the two sentences, and the figure of speech
known as z¥=a arises.

In this connection it will be useful to observe
the distinction between the three terms—srgamias,
BrasiiSsawa and J¥gIRasgwd which are often met
with in treatises on poetics. sramﬁﬂﬁ means one
common characteristic. It is expressed by one
word, both with reference to the Upamana and
Upameya. Both the idea and the word are the
same. In FEakaEegy1a the idea is the same, but it
is conveyed by two different words with reference
to the Upamana and the Upameya. Us€is =w@
gaf-aiee fFmaE segaRasgae:.  But sxgaRaegaa does
not stand by itself. It always co-exists with FFa-
gfdfirawa. In BFasRfEsawa there are two different

ideas, one relating to the Upamana, the other to the
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Upameya, but they are treated alike by reason of
their very close resemblance, and they are conveyed
by two different words. FEgAt ReEHTaEIFTRTTIL:
qEIEEERREqaISTaREd:  gaaEe AraaREea,
Where there is SwufifSw=v@ there may or may
not be FEgARTEIAE, but in all cases of FEIIRFETINF
there is @ wRf*=nmE. The character of FEgaRaEd-
¥g will be apparent from the following illustration.

AT GEASAF-TATAA -
IATTATATANT =T 1

RdisTaT o A0 T qEHSEAT
mE fEna 39 A ged s |\,

Here one and the same idea is expressed by
two words IRa and g, adjectival to F4T and =
respectively with reference to the Upameya and
Upamana. In this verse Malati’s face is described
by Madhava. Her face is compared to a  lotus
flower. Corresponding to the neck with reference
to the face, there is the grip on which the flower
is grown. There is therefore fFanfifeFma between
g7 and 779, The neck turned round corresponds
to the flower turned round. The idea of turning
round, though single, is expressed by different words
TR and 39, and hence there is FEgIRaEgwE, As
an illustration of fFawRf=awra unmixed with FEg-
RAEGAT may be cited the following §loka :(—
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TR ST FARCH GRA |
AR TSTAIHATG: FRGHAET SIS N
(Raghuvarsa VI-60)

Here the Pandya king is compared to a mountain.
As accessories to the simile are referred to his
necklace and red sandal-paste which respectively
correspond to the rills and the morning sushine on
the mountain. This is a pure case of BFREFawH.
To quote an example where all the three principles
combine may be cited the following §loka—

qEFgAT JIIEtTT -
&Y REqIgSERAdEar 3
A IENA A=~
AP FAtSTHAL T T/ U
(Raghuvamsa V-68)

Here the morning is described. It refers both to the
opening of the eyes of the king and to the opening
of the buds of lotuses. & ZTugif, a charming
simultaneous opening, is the common characteristic
of the king’s eye and the lotus. It illustrates
sigwReR.  Corresponding to the &€ or pupils in the
case of eyes, there is ¥9T or black bee in the lotus.
It illustrates G¥asRfFawra. The pupils are moving
to and fro. Likewise black bees are moving on the
lotus. The same idea of motion is expressed by two
different words S&q=g9= and s<fea with reference to
aC and WAL respectively. Hence there is a&gaikiasgHa.
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In =o=@s%K it must be noted there is fFraslf-
T between the ideas of two different sentences.
The example given in Kuvalayananda for =rFa@sic
is the following:—a@da fffam U Ay & =famm.
The following §loka of Raghuvams$a is a classic
example cited for this Alamkara—

FW A @ AEEWS USH-THATZAT R )
TAATRERGFSIY SqfRsadt T=zwgg afy: 0« VI-22.

Fzamesr: (33)

mwreﬁ!ﬁi AEAAEIN g |
0 Ig: JFaar &4 gaiawE Essar | 4e |

98. An ascription of identity between two
parallel ideas of two sentences constitutes Nidar-
gana. What is geniality to a giver, freedom from
the black mark is to the Full Moon.

58. In z8™@ two similarly balanced sentences
are given. In g1 identity is expressly attributed
to the ideas set out therein. %ig: @waar is one sen-
tence, TUaICESFaT is another sentence, and they are
equated by the connecting phrase &i. The geniality
of the giver is the idea set out in the ITRYAE.
Freedom from black mark for the Full Moon is the
idea set out in the SyaAma®wa. They are both stated
to be identical. The purport is that geniality is as
much far from a giver as the absence of black mark
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from the Full Moon. Another example of fEsmr
cited in Kuvalayananda runs as follows :—

SNOIERY Fd TINOIETAd

WRSSIIANT GRITTIR a1
FIESATATG TRTHG: FA
YAISTIgEETON Tagal S AR |
Nidaréana has been divided in other treatises

on Alamkara including Kuvalayananda into two
classes, 9gei3fs and a@@9af. It has been already
pointed out that Erzfafiaar is termed by Jayadeva,
the author of Candraloka, as ®faaar. According to
Candraloka the only kind of Nidar§ana recognized
is TR, T in the definition @™ refers
to a finite idea composed of parts, not necessarily
to an idea conveyed by a sentence. Accordingly
Appayya Dikshita paraphrases amFarmy: as Rwsfa-
R R RraeT:  sRganRgaaadt.  Hence even
when ideas are conveyed by words or phrases and
not by sentences, we can note Nidariana if the
ideas are composite. Hence it is that Nidardana is
said to be the figure of speech in this verse—

YA AFSMA RIS, |

YHETIRSTE) ST SaaATF TG |

The difference between &EaaeT® and MEET is

that in the former each separate part going to
make up the Upameya is identified with one such
separate part that goes to make up the Upamana.
In Nidarfana the composite whole of Upameya is
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identified with the composite whole of Upamana. For
an example of @EaaETH, see the following $loka—
S ERTgT e faudt acEmrEd-
sg=qeiTeagR TR UrETRERT |
Harzdd wafy gudt TERIHFNS
=g RgrETaias seeaTw T |
Here the night is identified with a Kapaliki. The
component parts viz., the moonshine, the stars, the
Moon and the black dot therein are respectively
identified with ashes, bones, bowl and magic colly-
rium. As contrasted with this, note the following
illustration of Nidaréani—

@l af R graderavafiaeE-
RawgaLsar gRerarsimEg |
TRAATTAAIGIE AWGHIHT:
FLAAFATT: FATA w0
Here persons who beg of others when Siva is-
the giver of boons are identified with persons who
wish to milk a camel when there is a cow. Here
one composite whole is identified with another
composite whole, Hence it is an instance of
NidarSana. Though there are no two different sen-
tences, there are two complete parallel composite
ideas which are identified.

sAfaaTERIC (34)
SyfiRY FRRTRgTAEIEEar: |
o1 TR aea: Chg THRREST 1 ¥R 1
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59. Vyatireka arises where there is distinction
between an Upamana and the Upameya. Great men
are lofty like mountains, but are soft by nature.

59. In the illustration given, the distinction
between the Upamana and the Upameya results in
the superiority of the Upameya. Another illustra-
tion of the same kind may be noticed in the
following verse cited in Kuvalayananda.

IR FIAALY BRI - F i)
YA FoRE: WE F AT |

Sometimes the distinction results in the in-
feriority of the Upameya, sometimes neither in its
superiority nor inferiority. For examples of these
two types, note the following glokas cited in
- Kuvalayananda.

e AAIE AR e R 1o
AWt Rftgan: TIaTggsE T |
FIFIEASERET G TEHATTA:
A3 gEHE FISHE AT T2 B

TEqiEegy: smNgner geswieTa |
FAR FUOW T FASATHCA AL U

FEEFEFFC (35)

AERE: FTAEAFET SR |
RueqanmaE F: @t @8 U &e b
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60. Where an association of two objects is
charmingly set out in their relationship with a
predicated action or attribute, the figure of speech
is Sahokti. The fame of that ruler reached the
farthest end of the quarters along with his foes.

60. In the illustration, aI® refers to a king
whose description is relevant. The following illus-
tration is also cited in Kuvalayananda.

I §R qe ReRal sEaT T gl
g% TR FATSW ST WA H: g )
AR R S ad
Rt e g TRl HET FEaE: |
The association of objects must be suggestive

of their relationship as Upamana and Upameya.
Hence there is no &5 in the following verse :—

s ary ReargTRedRy ar@gaaay |
ARG TR UISaEagsal qgE: |
(Raghuvamsa VI—57)

fraFaswc (36)

AAfwd R ffegd fdag=aq |

faan iy wisaen faen fAgEeRy 0 &0

61. Where the subject of context is described
as defective without something else, the figure is

Vinokti. Learning, though charming, is faulty
without the virtue of modesty.
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61. Another illustration cited for this figure-
in Kuvalayananda is the following :—

TH T 9 9AY F T T T IR
e @ wag ey By

Without the sight of Rama, a person is said to
be reprehensible.

Another type of Vinokti arises where the
subject of context is described as benefiting by
the absence of semething else. Its definition and
example are given in Kuvalayananda thus:—

TR« R @i sw
e @S T8FR WA @ 0

AT FISHT (37)

qqEe: TRegld: argasaga® =q )
R .
FARAIGE TH THIAN Togaw 1 &R 0
62. Where from the description of a relevant
object, the picture of anirrelevantobjectis presented
to the mind’s eye, the figure of speech is known as

Samasokti. Look, yonder ruddy Moon kisses the
face of the eastern quarter.

62. Thesuggestion of a non-relevant object may
arise from the description of a relevant object by force
of adjectives which are equally applicable to both
or otherwise. The etymology of the word guT@ifs is
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FHRT (4R0) (RITRIATA=GN:) SfA: a brief description
of the incidents relating to pertinent and non-per-
tinent things. In Samasokti, an incident of a non-
relevant object is ascribed to a relevant object. Such
ascription may take place by a reference to the
action, sex or attributes—mﬁ, % or B or a com-
bination of any two or all of them. In the instance
in question, the description of the rising Moon
illumining the eastern horizon presents the picture
of a lover attached to another man’s wife. The
several factors that contribute to this result are as
follows. The word 34 is a word of double meaning,
viz., the face and the front portion. I means both
a person attached and ruddy; and F¥RQ, though
denoting in the context ‘touches,’ is equally express-
ive of the idea of kissing. Further the word &t =
37%® T by virtue of the feminine gender and the
word Indra comprised in the compound is suggestive
of a woman belonging to another. The mascu-
line gender in ==¥1: is also responsible for the result.,
Here it may be noted that the idea of the irrelevant
lover attached to his secret beloved is presented by
%9, ®% and RRww, all put together; % in so far as
kissing is concerned, ®% in so far as the words =i
and s=%7Y are concerned, and fAYw in so far as it
relates to the word ¥=:. In this case ®Y aids the

figure—the double meaning in g&, T®: and IwR.
As an instance of ¥AIAIRE arising without invoking
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the aid of Slesha, but by a mere reference to common
actions and attributes, the following sloka is cited
in Kuvalayananda :—

FNASTGAARAITEFS ATOSEIRTATS
IS FEARIFATTS |
TIETFTERACHITE TN
IRATHGH AEL GO FUTd acadt |
Vide the following note on the same in Kuvalaya-
nanda—aT FEEIAET  TOAAN  SAETEGT AR
[EEL LG A TISEGICE Rl LAk o e O
In &% there is SIIEIa®IAHIIT on the Wga; in
ga@Re there is sistgasagesr@aRY. While in guraifs
a non-relevant object strikes the mind of the reader
from a description of the subject of context, in
FgEgayaiar the subject of context flashes forth in the
reader’s mind from the description of an irrelevant
object.

BAEHETT: (38) @oEgw: (38) a

@SR TEEAT THE TAAT |

ISR RAITE: YY§ Tl 1 &3

63. Khanda$lesha occurs where words have
got double meanings separately. The commander
of forces shone with (the enemies’) blood pouring
forth in plenty (as a result of the use of his
weapons). The Ocean shone with swelling water
in plenty.
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63! #7 or paranomasia is of two kinds—arsa®y
and edwN, pun arising from the sound, and that
arising from the sense. 2Ry is also of two kinds
@veRy and AFRN. In @SR are employed words
which have different meanings separately. In TFRT
words are used which in compounds or Sandhi have
different meanings while the separate members
constituting the same have no double meaning. In
the instance cited in the text for ey, a commander
of forces is the subject of the context. But the
words denote also the Ocean which is not relevant.
aifgfiaRl means the commander of forces and also the
Ocean. digdt means both an army and a Triver.
Taed AR fers @ & IwegfEmE: (8%). 1S means
both blood and water. The commander sheds the
blood of enemies profusely in battle. The Ocean
abounds in waters swelling high. zg®  Shone.
Arthaslesha is treated of later on.

agRw: (38) b

AHAT: EEWET eTATIA |
ASEUETET F@ AT gt B i &

64. Bhangaélesha arises where words have
only collectively got double meanings. Who does
pot like immunity from old age and death like the
city of Ayodhya attached to Aja and Rama?
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64. =arsrwIdT has collectively two meanings.
Sy ey, gawa: wswweal The absence of old age
and death. srsim wa” @ @1 ssAtar Taking delight
in Aja and Rama. Aja and Rama, it may be re-
membered, were the kings of Ayodhya. Here the
words constituting the compound have not got
different meanings separately.

a9 (38) ¢

AT FNSTTAG TIARTTHL |
FIEB0 TS AT RIIYN FeaSA T (1§41
65. Arthadlesha is to be noted where the mean-

ing alone has a double import. Your glances as
well as tresses of hair are curved, black and long.

65. Here in zfewr, w=mwe: and @atl:, the import
is different though the meaning is the same.

AYEFATITATSHIT (39)

amfgasrﬁ'rm “|rar 37 AEgaga |
FEAFROAAIRAATEET qar | §§ |l

FAN FHSATE: fh G AR g] |
JeqTgys 9 Qi qArfeq sqIaqufaa: 1 &o i

66 & 67. Where an irrelevant object is describ-
ed with a relevant thing in mind, it is said to be
6
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Aprastutaprasarhsa. It may be employed having
regard to the effect, the cause, the species, the in-
dividual or the like. Which trait of beauty is
lacking when lotuses are had, which serve as resting
places of Lakshmi? Men with perseverance reach
even the other end of the Ocean.

66 & 67. The word sstgasm@r gives both the
name and the definition of the figure of speech.
IEIAIA@T I SEIAIW &1 AgEgasm@r. The description
of %9&gd on the lines of the ¥&ga is called srsegaswziar.
It is the opposite of @amif®. In this figure of speech
the description of an irrelevant thing suggests the
picture of a relevant object. It isfivefold,—having
reference to the relationship of cause and effect,
the relationship of species and individual and the
relationship of likeness. @FFwowE, wRITTTF
and qi§w. From the description of an irrelevant
casuse, the relevant effect may be suggested;
from the description of an irrelevant effect, the
relevant cause may be suggested ; from the des-
cription of an irrelevant generality, the relevant
particular case may be suggested ; from an irrele-
vant individual case, the relevant generality may
be suggested ; or, from an irrelevant similar object,
a relevant similar object may be suggested.

®AS: etc. This is the description of a lady.

“Which trait of beauty is lacking when there are
lotuses, the abodes of Lakshmi ? Here the reference

{
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isexpressly made to lotuses which are irrelevant. But
the relevant objects that are suggested are the face,
the eyes, the hands etc. of the lady, which resemble
lotuses. The suggestion here springs from similarity.
-Another construction of this passage is this. The ex-
press reference is to lotuses which serve as the seat
of Lakshmi, but the suggestion relates to wealthy
people who are favoured by Fortune. #asmn: simm:
FASER: persons who are possessed of wealth. spg-
-#g%: etc. People with perseverance cross even the
Ocean. Crossing the Ocean is a particular instance;
and the achievement of any cherished ambition
is the general case. This therefore exemplifies a
suggestion arising from the relationship of arar=g-
BRwaE.  For examples of sisegasaiar arising from
FEFRAE, the reader is referred to other treatises
on poetics including Kuvalayananda. The above
fivefold distinction of sivegawsar is summariged in
.an oft-quoted verse of the older school of rheto-
ricians which runs as follows:—
% MR Gy AN gEgd 9l
dIFT@ TAEI TETEAR T q= |

‘The  extensive literature of Anyapadefa is only
an illustration of stsegasz@r.  Sometimes a cuckoo
is addressed with a learned man in mind, a buffalo
is addressed with a king in the speaker’s mind.
Sanskrit literature teems with illustrationsof Anya-
padefa. As an instance of @RANTFITITEITTGT
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may be cited the following éloka :—

agsEmasEiaaiata.
ARG gaga: gxdi afy 410
AYVFFAAITZASTIZH
ard FReafa w4 zRonfag@

By the analogy of a dog is suggested the picture of
an unlettered person pretending to be a scholar,

FqraGATaeHRIc (40)

W AFAETRISTTRL AU |
TARARIRATTSHL ( AgrAAryg 1l &<

68. Substantiation of a special or general
statement by means of a general or special state-
ment connected therewith is Arthantaranyasa.
Haniiman crossed the Ocean. What is impossible
for great men ?

68. srglategm, literally, the employment of a
different idea is so-called, because the sraivat which.
is 31g9s connected is resorted to for substantiating
the idea which is the subject of the context. In the
illustration Han@iman’s crossing the sea is relevant,
and it is substantiated by a non-relevant general
statement about the absence of impossible things for
great men. As a converse case, a general relevant
statement -may be justified by a non-relevant.
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particular statement. It will also be Arthantara-
nyasa. The passage in question may be treated
also as an example of a19iFat-a/ of this type if we
treat gsw & dzwATE as relevant to the context and
gaArEfsaAaid as an individual non-relevant case.

The distinction is to be noted between sraleagrar
and aiFaRgsFEaRE. In Kavyalinga the 8g is fsaeEs ;
in the other case it is @a9s. In the former the
result alleged to be brought about stands in need
of the assignment of a cause—aasdig ; whereas in
srai=atear@ the main idea can well stand by itself
without a justifying cause. In RQIs® A F527 etc.
the conquest of Cupid will be irreconcilable unless
the causge viz., @fERsRa B@=a: is set out. From
this example the distinction between aa9% and
fsaigwag will be clear. The presence of Siva in the
speaker’s heart actually causes the conquest of
Cupid, whereas the absence of impossible things for
great men does not cause, but only justifies the
crossing of the Ocean by Hantiman. But a simpler
and more accurate distinction can be pointed out.
Where the relationship of the main idea and the
subsidiary idea is argfwwE, the figure of speech
is wafsarea®.  If it is any other relationship, it is
Feafeg.  @FataNmd may arise in both ways.
A particular main idea may be justified by a general
subsidiary idea, or a general main idea may be

_ justified by a special subsidiary idea.



86 CHANDRALOKA

AREUSFEC (41)

qﬁaﬁai’mmwmfaﬁmzca AFET |
q T RFY Agreqr f& gaai: &qau 390 8% i

69. Where a special statement is substan-
tiated by a general statement which in its turn is
supported by a special statement by way of ana-
logy, the figure of speech is said to be Vikasvara.
He was never vanquished ; for, invincible are great.
men like mountains.

69. The order in Vikasvara is a special state-
ment, a general statement by way of justification
and another special statement by way of analogy
in support of the general statement. R&@< lit., the
bright, is so-called, because the general statement
which comes in the middle is clarified or illumined
by special statements on both sides. An appro-
priate example of this figure of speech will be the
following 8loka of Kumarasambhava cited in Kuva-
layananda :—

qTATTE 9@ BY 7 SmaRSiy s
o & AW qudRers Mawdan fRdftaarg 1 I1-3.
TATIIHTSHIC (42)
FAI: TEIe® AR TTEY |
ANFIEEE RIgIoawg 1 e |)
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70. Where by a description of the effect and
the like which are relevant, the suggestion is made
of the cause and the like which are also relevant,
people declare it to be Paryayokti. He caused the
growth of grass in the palaces of his rival kings.

70. The word &1 in Fm@1d: refers to ®®9 and
gedl.  gqim IRA: 9Ffifs: an expression by a curi-
ous method. The idea of the total extinction of
foes is indirectly expressed by a reference to the
effect, viz., the growth of grass in their palaces.
Here the ideas expressed and suggested are both
relevant. What Kuvalayananda calls SEFATET also
falls within the scope of this figure of speech. The
definition of 9afaiw given in Kuvalayananda differs
from this definition. It is as follows:—

9T g TEIET g AKTEGW A |
TAGE T I AT UFTIZA 0

The following definition given there of FegATET also
may be noticed, since it falls under the purview of
qaiaiRe according to Chandraloka :—

TG SEGAET A FEFATEE |
% uw gl aeat FaFar WIFSTT 0

SIAEGASHIC: (43)

sfmeatsegfaiirarafieat sgfafega |
F& 3R qaf @ qEfEAsi ag il v 1
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71. Where praise or censure is expressed by
an apparent censure or praise, the figure of speech
is ?Vyé.jastuti. What sort of wisdom is vours, that
you take even sinners to heaven ?

71. In Vyajastuti, from an ostensible praise
or censure is suggested a real censure or praise.
In the illustration censure is expressed on the
part of Ganga inasmuch as she takes sinners to
heaven, but the real idea is one of praising its
superior efficacy to remove the sins of sinners and
enable them to go to heaven equally with the pious.
The following additional illustration is given in
Kuvalayananda where from an ostensible praise,
censure is suggested.

17 3R g9 @iy Faed feae: 9T o

7=agd Regaife gra asrfd o
Here from an ostensible praise is suggested the
censure of a low type of Diiti who, instead of fetch-
ing her master, herself enjoyed his company to the
prejudice of her mistress. Another figure of speech
is referred to in Kuvalayananda under the name of
syrstfasgr. It is not referred to in Chandraloka or in
other treatises of rhetoric. The essence of that
figure is the suggestion of one point of censure
from another point of censure. Example :—f&% @
Rt 980 ymwRawi®e:. But the preponderance of
authority among Alamkarikas is in favour of treat-
ing it as a case of srsEgavaar.
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HBIQISTIT: (44) a

ATguEg qwE Ffayat =R |
7%, deaaraEARgAia frageg 1 e’ i

72. When a certain direction is first given
but dispensed with on a better consideration on the
ground that the existing circumstances will suf-
ficiently serve its purpose, the figure of speech is
Akshepa. O Moon, show thyself. Nay, there is
my beloved’s face.

72. In the illustration, the Moon, the Upa-
mana, is first called upon to appear. Then in
the passage 19371 ete., it is dispensed with, because
the Upameya, the beloved’'s face, will serve the
purpose equally well, if not better. The following
$loka of Ratnavall may be noted as an example.

sefiRfa garReaal #Y 9 959
wReAsE o gkl wlzvgaoa: )

a ¥ drsedia afgafl i aeafa g
fraafmeasg gaffy @ af fwan o II—18.

TEAT: (44) b

AT B s R awgz qaE |
g¢ dlaf §E kg (aeqarawei®ay (| 9k I

v3. Where in such a case the direction is
explicit whereas the prohibition is implied, it
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amounts to Giidhakshepa. Carry away Sita merrily,
but think of the approach of Death.

73. Theillustration is addressed by Maricha to
Ravana who was bent upon carrying away Sita
stealthily. The direction to carry Sita is explicit,
whereas its negation is only implied from the
reference to Death. Hence this is a case of J@&9
or Latent Akshepa. Another classic example usually
cited is o3 TR WEra qAq WISEEA.

o

fatrar@sT (45)

AUNSIIIrHENFAHANRY |
AR AGATTT: GT+g geqaliq aryg 119 1

74. Virodha is the figure of speech where
there is mutual incompatibility among the sub-
stance, quality, action and genus. The thick paste
of sandal burns me fiercely.

74. The word anfk in quzsafEaRy refers to .
The passage cited for illustration is the utterance
of a separated lover or lady. @@ refers to the
quality, =¥ to the species, @ to the substance,
and these are opposed to fET—the action of g
This figure is not mentioned in Kavyaprakada or
Sahityadarpana, nor even in Kuvalayananda.
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AGITETSHI (46)

FNRYHAeAEIarEar aat |
FCTIFHIRUISHT AL ISHEA 1| 04 1)

75. Where the said incompatibility arises-
from pun and the like, the figure is Virodhabhasa.
This world is lit by Siva (the foe of Andhaka)
(though possessed of darkness).

75. 1In a case of Virodhabhasa, there is gene-
rally &9 or double meaning. Read in the light of
the unintended meaning, a passage characterised by
Virodhabhisa will set out an inconsistent or incom-
patible idea. But the apparent contradiction is set
right when the passage is read in the sense intended
by the poet. In the illustration, srra®iftur admits of a
double meaning. SFYFI: AWMER wFTEQ JT—by
one possessed of darkness. The apparent contra-
diction lies in the description that a dark object
lights the whole world. The incompatibility is set
at rest by a reference to the real meaning—si=a%ex
sfi—by the foe of Andhakasura, viz., Lord Siva.
Kuvalayananda gives a slightly different definition..

e Qv Rdamne 3593 |
ff aftg gra gt g7 gl o

The great prose work Kadambari teems with.
illustrations of Virodhabhasa.
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AFATSHRITC: (47)

D [N »
AT SAFATAAGAEATINAY |
F1 37 MIRIAF TSTAEETTT 1| 9% 1l
76. Asambhava is the description of the in-
conceivability of a thing that has actually come to

pass. Who knew that the infant cowherd was
going to lift the mountain ?

76. The passage cited for illustration refers to
the Lifting of the Govardhana mountain by Lord
Krshna as a boy.

A HR (48)

RAEAT BT @RE FATT 59 |
T3 FIYRANETH T TEOEIY 1) 00 |
77. Where an effect comes i’nto being with-

out a cause, the figure of speech is Vibbhavana.
Behold,: your pair of feet are red without the dye of

. red lac,

77. fawgar and fAANRE represent two converse
cases. The one refers to an effect without a cause,
the other to the absence of effect in spite of the
-cause. To distinguish between the two with re-
ference to an example is very often difficult.
AT Afiw SRS @Iwgd. The passage is
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addressed by a lover to his sweetheart. The appa-
rent contradiction involved in the description of
the feet as red without the red dye is to be explain-
ed away by the natural ruddiness of the lady’s feet.
Note the following additional varieties of Vibha--
vana mentioned in Kuvalayananda—

TIAERSEY FElate /v war
srefznFEERSTEI R weA: |
Tl faegatar wEal skasas |
AGEMT T U enERiygs:
FERONERSE TGl @iiEaEar 1
agidimATRIsagRE ATEFAG I
RregrErdgafagsr sfatgweer
Hratgfrmasdt g=a aamafa ang o
wateras-amy o siRfaEan
JAIRNURTYTEHITNGT I

AT SHITC (49)
PRGN S afd T |

auegar daed 9 Igaf@ 49 19¢ 1)

78. The absence of the effect notwithstanding
the presence of the cause is Vifeshokti. Nobody
crosses the wise man though he bends down.

78. The illustration in Kuvalayananda in
substitution of the one given above is—zR @g&ar
anerdi aaafl. Another oft-quoted example is this.
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HgIETadt | fRggedeqTa: |
a@) Sanfla qul 7 game: o
As an indistinguishable instance of Bw@E™ and
-RA9iRs the following &loka is generally cited.
3: FAREC ¥ @ { 90E1 W@ IAHIqT-
& Ifianedger: e @ |
a1 S anfY a7 srasTaREwRE)
waf Iadiasa? Ja: ageEsa |l

FETISHRIT (50)

AIBA MATT RARAETAL |
AFHAT ANIG AU ATTHS 11 9Q )
79. When the cause and the effect are ex-
pressed to be in two different places, the figure of

speech is Asangati. The body of your devotees
bends down ; the torture of worldly existence breaks.

79. Kuvalayanandagivesa slightly improved
definition and a different iilustration as follows :—

Reg faaRned FEACETR: |1
g seat: O gfesan a@mEa: 0
Another oft-quoted example is this—
o3 weysnd RARsT ausw; |
w=@ TR A sdfEgea o
The following verse is cited as an example in
Sﬁhicyadq1‘paiga. ‘
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U ST IIAFCAATD: 41 & 75 Fad:
a1 fAFRaETgd 98 89 371

QIBTT ATTIST 0N TG 9 @1 a9
QAVEISHITHAIZR S@r: TAEI U

RAAIERT (51)

faws qaanaarqawvarmaq |
HAAEANT: @0 il Tgagee: [ <o

80. A reference to a connection between two or
more things as ill-suited makes up Vishama. Where
are the snakes with their very virulent poison, and
where is the sandal tree ?

80. smFA: (FEgM:) wrAT@ Feud  sdRE@E AR
a@rq Rwag. The illustration given in Kuvalaya-
nanda in substitution of the one given above is—
F Rfvazst & @ia Agasat:. Very often the impro-
priety of the connection essential for this figure of
speech is conveyed by the employment of the
word & twice. By way of illustration the following
extract from Raghuvamsa may also be cited. &
gdgad T & FEetasdn afa.. Kuvalayananda refers
10 two other varieties of Vishama.

GATEEHIT (52)

AAATINSHFIGETTT0TY |
AT®I TG qA RO FIAUES U <2 1)
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81. Sama lies in the description of a relation-
ship between two or more things as well befitting
them. The necklace found a worthy habitation in
the circular region of the lady’s breasts.

81. For other varieties of Sama, refer to
Kuvalayananda. Note the following illustration
cited in Sahityadarpana.

gRmgTTed gl dugs
SeffmgEd SgE-aEd |
=R gagmAmTiaTEs 91
wauEg FaEEAFd 5ag: 0 (Raghu VI-85)

@ w (53)

fafgs Jeaaa: AEawRaag: |
~ b ~ . ~.
Tufa gragSIFART w3y agAEY | <R !

82. Vichitra is the figure of speech where an
endeavour yields an exactly opposite result. Great
men bow down in order to reach a height surpass-
ing the three worlds.

82. wEfwpwrEEe: o alggeleuRecarEam 93 qw@y
ax faR@®R: | Another example :—

afs Ry weasd fawealy sl ¥ Hiffedr
Fenerd %3 R guf sardsk o
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AARTSHIT: (54)

Aty NeagrarugriFaTTg |
T S ST AT qriFg a4 § Jae ye3n

83. To mention the hugeness of a container
and the still further bugeness of its contents con-
stitutes Adhika. Your vitues do not contain within
speech which pervades the whole world.

83. An oft-quoted example for this is the
following verse from Magha :(—

FUAHSIRNGgA AN F-q JWT AfqHTAE |
aA wgE T FraRTENgAATagT g3 0 [—23.

AFATATSHIC (55)

AFATE AR IT FIGIHC TR |
g gy T gal Al Sraman i e

84, Anyonya is the figure of speech where
two things help each other. The night shines by
the Moon, and the Moon shines by the night.

84. Note the following example cited in
Kuvalayananda :(—

gereaier: Reweg ol Bergle: |
qar sqarfesif gt Raga agg
Here a traveller is supposed to drink water from the
hands of a female keeper of a water-ehoultry. She
7
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pours water from an elevated place into the hands
of the traveller who has joined his palms in a
hollow to receive water for drinking. The mutual
help here described is that with glances directed up-
wards to the water-keeper and the joined palms
held loosely the traveller drinks water, and she in
her turn pours water with as thin a flow as possible.
The action of both facilitates each other’s sight for
a long duration.

AANMSHTTC (56)

R Saar FAradTady |
TSty g rArEAtgEa qaE 1 <r il

85. A description of the contents as standing
without its generally recognized container is called
Videsha. Though the Sun has set, hisrays lu1 king
in the lamps dispel darkness.

85. Two other varietiés of Videsha are referred
to in Kuvalayananda. Another example :—
FABAATAY FAS FTSANAR FAGSRAFATY )
1 T GFARGHRNGQITILRIT 9 Ul

| ATIA@FRITC: (57).

@rarme?tswmﬂ aicsrmmawa |
Formeiay gy WY §gAIE N <5l
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86. Where an object known for a particular
action is described as responsible for a different one,
the figure of speech is Vyaghata. Cupid hurts the
people with those very things with which they are
pieased.

86. People are delighted by flowers. With
those very flowers as arrows, Cupid terrorises them.
For other kinds of Vyaghata, refer to Kuvalaya-
mnanda. Another example i—

T v AR saafa @ A
femerey siRf@n: €ga @S |

RILTATSTSHIC (58)

YI%: FROAIST FTAEHRAARA: |
A 3 B IR EE [ a1 <ol

87. Karanamala is the description of a string
.of causes where each later one is caused by the
previous one. Policy gives rise to wealth, wealth
to sacrifice, and sacrifice to great fame.

87. W® A W A AFA, o ATREKET JAIFI,
JANIAR FOmR & FAEEFaERoe.  Definition :—vwd -
ACFRTAIN:  QHITFRORAaaE aegfu: A I9%: HRI-
@, Another example— '

fSafgacd fmaer SR gyt faaaraem
OIBIN SFISTEIY SHEIRTIA & @732 0
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THRIFASHT (59)

THTGHFAAIACRFES 44T |
¥ TR R Q@S (| <<

88. Ekavali is the description of a chain of
objects where each one is first dwelt upon and then
disposed of in turns. The eyes extend as far as the
ears, and the ears extend as far as the shoulders.

88. (79) o (9=r) §< wdege, @I AR A
aremat epafai wi: gfiegwdwdatn. In the illustra-
tion the ears are touched upon first and disposed of
next. In other words things referred to as predi-
cates or attributes thereof in each preceding sen-
tence are repeated as subjects or attributes thereof
in each succeeding sentence or vice versa. SEARIET
wrifadmraE: e a1 gdagwil:. - The
illustration 3% etc., given in the text may be sup-
plemented by the following verse to give a more
vivid picture of Ekavali.

A@eR NGIAaTBEIATEY |
G THGFTHE q€q Ut 1

Another example :—

* guir gEIt WU FUKAT TIGTESFART: |
et EgrRieaaEERTe Row: $gETgaE |
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HIBTEITRISHRIT: (60)

AFRASABATFGSTT |
W FZA qEIEIA <qfy Far feta b e

89. Maladipaka arises where Dipaka and
Ekavali combine. Cupid took possession of her
‘heart, and her heart took possession of you,

89. The characteristic of Dipaka is that there
‘must be a common attribute predicated of a number
of objects all of which are either relevant, or all
irrelevant to the context. REkavall arises where
there is 7&agwdid. Ian the illustration given in the
text, &R} or stay is the common attribute predicated
-of Cupid and the heart, both of which are the sub-
ject of the context. And hence Dipaka arises. o
means 3349, HEkavali is also present inasmuch as
ga¥ is first touched upon and then disposed of. As

there is a combination of both, this is an instance
of Maladipaka. Another example cited in Kuvala-
yananda is the following :—

SAFOATTAT WAIAT =Y AR
qEAT IT IT g AR )
FERT I AURAERA qaoes
A o waar 7 Biige At T S 0

QITUSHIT (61)

A A TENE: ARATE N |
g gIEd a7 Fwed ax e 1 e
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90. Sara is a grouping of objects where the:
later ones excel more and more the earlier ones.
The essence in the world is speech, in it literature,
and in it the praise of Siva.

90. The following illustration also may be
noticed.

Y @R qge FgaEER g8 X grag )
At qod qe FUFTMRIIET |

IFRATSHIT: (62)

ITRARIZIT Pasw=aar g |
qgi Ay N9 qEM@EREAAT: Q2 1

91. Where in a passage containing Sara-
lamkara, the quality in respect of which excellence
is postulated is different with different objects, but
appears the same through the commonness of
expression, the figure of speech is Udarasara.
Sweet is honey, sweeter is nectar, and sweetest is
the language of a poet.

91. Strictly speaking, this may be included
under the previous figure of speech. In fact
Kuvalayananda does not mention this separately.
In the illustration, sweetness with reference to
honey and nectar denotes agreeability to the taste,.
whereas with reference to literature it means
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pleasantness to the ear and the heart. But both
ideas are conveyed by the same word #g{ sweet.
Hence the quality appears to be the same. The
passage is therefore characterised by this figure of
speech. It must be noted that in order to give
room to Sara or Udarasara, at least three objects
must be referred to. Otherwise the gradation in
excellence will be lacking.

JUTHTITSEHIT: (63)

AT LIS FHATAT |
g fud fEaerd 99 W7 47T 1 QR |

99. Where words denoting actions and those
denoting nouns are mentioned in order, and they
govern each other respectively, the figure of speech
is YVathdsammkhya. Conquer, please and break—
the foe, the friend and the enemy’s camp.

99. frumt: means twofold objects viz., 1 and
1% In the illustration the actions of conquest,
propitiation and destruction respectively govern the
objects—the foe, the friend and the enemy’s camp.

TIITSHIT (64)

qMAAZIRT SARFE A04: |
| E gERAT QT 9+ HfaEgReEn 0 Q3
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93. Where one thing migrates from place to
place in order, the figure of speech is Paryaya.
The comparison of the damsel’s face left the lotus
and reached the Moon.

93. Another oft-quoted example of this figure
of speech is the following $loka of Kumarasambha-
va where the first drops of rain falling on Devi in
her penance are described to migrate in a regular
track from one place to another.

feaan: o qeag afeanaw: R d@aRaasgian: |
gy @ T@Ran SOk’ ARe Tifiy saaiefeea: o V-24.

Another example from Kumarasambhava :—

frggumrauiEfie: sasuTriaE FgF |
gmguzaRgagie: sdsagmard qar & o V-11

A converse case of one receptacle harbouring dif-
ferent contents at different times is also another
variety of Paryaya. usfensmrarsazsarsd I@ fda:
a7iq:.  Example from Raghuvaméa :—

fng wEmEmsTgTaT ¥: GeRisyafgiRong |
SqegaeERaRTR: § Ty 9 fitanﬁx uXVI-12.

Example from Uttararamacharita :—
9 I ga: gfewager ax eRal.  11—28.

qITTAEHIC  (65)

SEEEIEERIRS CRIEERUER
TR T GEAT FTEESTARAR 0 Q8 1)
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94. Where there is a mutual exchange of a
superior and an inferior commodity, the figure of
speech is Parivrtti. Releasing one arrow, he
captured the glances of his enemies’ ladies.

94. EKExchange which is of the essence of
Parivrtti may be of three types. It may be of
an inferior commodity for a superior, of a superior
commodity for an inferior, or of two equal com-
modities. The superiority or inferiority may have
reference either to the quality or the quantity of
* the commodity. In the illustration cited above,
the exchange of a single arrow for the numberless
love-glances of his enemies’ ladies is described.
Hence this illustrates the giving of a numerically
inferior commodity in exchange for a superior one.
‘To illustrate an equal exchange and the exchange of
a superior article for an inferior one, the following
verse may be cited.

Fear FzeaAmel siog g2 aq |

A1 g g39 g7ar LA AFASIE¢
Here the beloved’s glance and the lover’s heart
stand on an equal footing ; the speaker’s heart and
the fever of love are respectively s1fa® and 7gd.
“The following examples also may be noted.

a®W 9 9998 Sags: i BT MeARSYAT

A9 ARESTAIH ARG RENSTTS T4 |

fefrEarRrTTm R A 9d @ar TN RS |

g7 93y RFROECE farEd ggem BT |
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In the first, Jatdyus is described as having got
a permanent moon-white fame in return for his
old rotten body. In the second, Parvati is described
as having put on a tree's bark in the place of
ornaments.

qRGTEwR: (66)

gfigem fafrsasnraiusasgasny |
WEYT: NG WY q T I Q% N

95. Parisankhya is to narrow down the scope
of a thing by rejecting it at a particular place and
accepting it at another. Diminution of oil (love)
took place in the lamps, not in the hearts of ladies
(lit., those possessed of bent eyebrows).

95. &g means both oil and love. The scope of
&gy is restricted to lamps and ruled out in the
case of ladies. Very often Slesha aids the operation
of Parisathkhya. In K&dambari we have plenty of
such instances e.g., affws vl Rasnh IR adf,
REFag TUEE, WY JEEn, T I AR,

aFREHEC (67)

fagersgeaTs R EQATATgdTa: |
FreAIAASYT fY F& & Naufag 1§ 1
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96. A clever statement of two opposite-
alternatives of equal forceis Vikalpa. Drive away
the love from my heart or the red colour from your
lower lip.

96. The illustration is the statement of a
gftzar af¥# towards her lover. Who is a @fear ?
She is a heroine duped by the lover and irritated
by the signs of another 1ady’s intercourse found on
his person. =¥s-qgsliza @ft=Fsylswi¥ar. UT means
both love and red colour. The lover’s lips are red
owing to his kissing another lady'slip, Either that
redness must be banished, or the love raust be
banished from the heart of the speaker—the loving
lady that has been wronged. Another example—
awg Rife wdfy a1, sagdfEr=arman A ar.

THIITSHIC (68)
YAAAFHLTAS o5 TEIT: |
q3afeq qarqsalcg wsafta 9 a7 &9 1 Qe

97. Samucchaya is the predication of several
actions with reference to a single object. Your
enemies vacate their thrones, look back and slip
away.

97. @gwa literally means a combination. The
illustration is addressed to a king. What Kuvalaya--
nanda calls ®X&du® will also come under this head..
Vide the following example :—
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fziR Il Yoo TR Faul Qg
Req@Fd ad aRgaTad yT WAR TR

gegeos: symAaRIiaFaaiRaeni dar-
REAIFIRATEAEY RGEEAA-ATIAR: |

THTASTHIT: (69)

qAICY: FAAHT RROT-CETT: |
FEHROSAT T FFIT IMART T AFAF 1) &<

98. Samadhi is the mention of an additional
-cause to facilitate a purpose on hand when there is
already a sufficient cause. Finding the impatience
of the lover (or finding the lady to be anxious), the
Sun set. |

98. grywmarArgAIiEs.  Samadhi is so-called, be-
cause it describes a fruition with facility. sesfsa
may be construed in two ways. ITHS| AWMERR FeH,
@ W oy af gesfzat. This will apply to the lover.
Or, Sexvar @ Gsrar ai sesvzal predicative adjunct of
ai understood. This will apply to the beloved. SwFvaT
or intense desire to meet the sweetheart is a suf-
ficient cause to bring about their interview. The
ssunset facilitates the result. Another example—

AEAE Mg AR aRsE: |
SUFIUY Redzgdd sanf&ag
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agHRSRIC (70)
Em"hi TIIA JAN TR qUHA? |
SEAATIZMN FOTASFTAD FAY 1 Q& 1)

99. Where one too weak to attack a powerful
enemy direct, shows valour at one belonging to his
camp, the figure of speech is Pratyanika. The ears

attached to the victorious eyes were subdued by
blue lotuses.

99. Since the eyes being lengthy extend as
far as the ears, the ears are attached to the eyes,
and as such they belong to the camp of the eyes.
In the fight between eyes and blue lotuses, eyes
came out victorious. The blue lotuses which have
thus been vanquished being unable to deal with the-
eyes direct, attack the-ears which belong to the
enemy’s camp. The blue lotuses worn for ear orna--
ment are placed on the top of the ears. Thus ears
are being kept low by blue lotuses.

 AATISHRITC (71)
qAIgIRAE DATGIAIaL i
€8 Ygg @ % 93 @A oo 1l

100. . Pratipa is the inferiority of the Upamana
to the Upameya. If her face is seen, what is the-
use of lotus or the Moon ? .
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100, =di7 literally means ‘the reverse.” In it
the relationship of Upaména and Upameya is
reversed. Kuvalayananda refers to five kinds of
Pratipa of which this is mentioned last. Vide
-extract therefrom :—

sfagaaTAE IR @ HeTTH |
ERITE] 95 @gFgeeE R u
FFRUNISTRA JUIEITARIS I |
S WU A TFT FEAT TR A N
ARSI FIFTEIIARL: |
%: FHITEd Fedt cagean: ana § R u
ARAFTERNATET sifReaiaT adq |
gEMTE) iR caeg@ fhergsg u
. sdogra@ dazdaf asd
‘. T8 Jgad qean B @ Blegar

IZJTHEHTIC (72)

SYESAARHAT TN =T 09T |
TEANT qART AT aFTq 1 202 1

101. TUllasa is the figure of speech where by
reason of the virtue of one, the defect of another
is described. It'.;is only the misfortune of wealth
that it does not resort to good persons,

101. Theillustration given exemplifies a fault
accruing to one through the virtue of another.
‘Thisis indicative of three other similar descriptions;
viz., the accrual of a virtue to one by the defect of
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another, the accrual of a virtue to an object by the
virtue of another, and the accrual of a defect to an
object by the defect of another. The definition has
been accordingly modified in Kuvalayananda thus.
TE PR TEgEisa@ at afk.  Illustrations are given
there to exemplify all the four cases of Ullasa:—

sfY at gz @cadssl sEd |
FIf3d FTA: GY 5B TITAL: |
fargfea o1 oA’ agdeakafa: o
qEINY 9AEAT IHIHAR GHAY |
SAISANT SEIFAT 9 A W

In the first example, sanctity is described to accrue
to the Ganges through a chaste lady’s bath. In the
second, blameworthiness is said to accrue to the
Creator who made the breasts of the ladies of the
king’s enemies hard and not their feet. In the
third, the detachment of wealth towards a good
person is related as accruing by the goodness of a
good person. In the fourth the absence of loss of
life is made out as a virtue in view of the cruelty
of the king. The four examples illustrate in order
the accrual of In by Tuw, A by A4, AT by I, and
n by .

agmz%aﬁrtz (73)

qAW TYOATEAT: YN |
. TR ARIRE ISYUAHAL I LR Ul
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102. Tadguna is the description of a thing
abandoning its quality and gaining the quality of
another by reason of its contact. The nose-pearl
resting on yvour lower lip is red like ruby.

102. The illustration is addressed by a lover
to a lady. The idea is that the natural redness of
her lower lip is seen reflected on the pearl'worn as
her nose-ornament.

TIRTEHC (T4) a
. ~ e N
g CCRUEREHEEER TSR |
TR ARIS AqeeaTaar [&as [ Lok 1
103. Where in the above case, the thing
regains its original quality, the figure of speech is
Pirvaripa. Though coloured by the lustre of Siva’s.
neck, Sesha is white through your fame. -

103. Theillustration is addressed to a king by
his admirer. Sesha isoriginally white, becomesblue
by the lustre of Siva's neck, and again becomes
white through the fame of the ruler. In Milita, the
subject of context is eclipsed by another, whereas.
in Paivarfipa it is enshrouded in the quality of
another.

ga&w (74) b
AEIGASAIT &F qu0 wz&ym |
<R FatRd ademediiarwg: i 2o 1



FIFTH MAYUKHA 113

104. When a thing is extinct, but a new one
comes in its place which has the same effect, the
figure of speech is Pirvariipa. When the lamp was
put out, the brightness of the day was brought about
by the gems of her girdle.

104. The above translation of this verse is a
free rendering and gives the gist as expounded by
the commentary Rama. ¥Kuvalayananda gives a
better definition :—qatamrgafay fazd af aegh.

AAZMSHIT: (75)

HAAFTAE I RAAIGIEEY |
~ o~ - Q ° .
AT @qe AT oF agr g U Lok Il
. 105. Atadguna is the description of a thing
not imbibing the quality of another in spite of

intimate contact. Though entering the middle of
the Sun, the Moon is always cool.

105. Atadguna is the opposite of Tadguna.
There is an element of Vifeshokti in this figure of
speech.

AFPOTSHIT: (76)

AIFAGEIYNRIISTYIN: A |

FUTASI g9 FHEU ANFaw I 20§ 1)
8
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106. Anuguna is the enhancement of one’s
own natural quality through the presence of
another. The blue lotuses worn. on the ears
become still more blue through her glances.

106. The following example also may be

noted.
#AR T FRaTRUT IBET &3 |
afy = Rarse: f ol 3ed aea

FaFEHT (17)

AT VAT q%G JUANGH A |
TR 9 90 & EEEIG U Lo
107. Indifference of one object as to the

merits or defects of another goes by the name of
Avajfia. If lotuses fade, whatdoes it matter to the

Moon ?
107. The following example also may be noted.
agfndgrangaR geftua gfaa:
FFEaT AT ETRBAIEIRIETAL: |

qo1 gR@gerRATAvitafa wacf
FHIIA-E LT 9 FGI N

TRAUFHRC: (78)

g FANRI FIGIGIA |
- e ~ ‘
qErd qE Oy A gan aig | Lec i
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108. Where an express query involving an
-implied query is met by an express answer involving
an implied answer, the figure of speech is Pragnot-
tara. Traveller, at the place where there is the
Vetasi, the river is fordable.

108. The definition in the text has to be strain-
.ed to give a suitable meaning. The commentary
Rama explains it thus. (5AGRa:) AN (Feam)
Iwgw (FEgw) @ (ARaBednieaw gud) 99 awh
ax sucAm@HE:. The name of the figure is g=wT or
simply €. The definition given in Kuvalayananda
is clearer, and it is as follows :—fERErgasid @gde-
wguyg. The illustration is supposed to be a reply by
a lusty woman to a traveller. The reply presumes
a question on the part of the traveller as to the
cohvenient spot for crossing a river. It might also
be presumed that the question is not put in right
.earnest, but with a view to finding out the lady’s
attitude. The reply given by the woman is that
near the Vetasi creeper the river is fordable. There
is also the suggestion of appointment given to the
4ravellerby her to meet near the Vetasl.

EaeHTe (79)

fafed wEwFITgEaE Aftay |
Pl RN WA FEAT JRIRRAA | L08R 1
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109. Where a person aware of another’s:
conduct acts in keeping with the conduct of that.
other, the description is characterised by the
figure of speech known as Pihita., When the lover
came home in the morning, his mate prepared the
bedding.

109. In the illustration, the lady knows the
misconduct of her lover with another woman, and
her spreading out the mat in the morning when
he came has the ostensible view of giving him
repose, thereby suggesting that he was very much
fatigued by his amorous sport with a different
woman the whole of the previous night. Kuvala-
yananda cites the following example in addition.

assrmﬁataaﬁ-gnwégr forsh g w708 |
e aee qEEd ae R a wrlat pvE | -

Note the following comment also thereon——asr &g~
" Rid genRd geaiTaaEsREaT sERay,

STAFASTIC (80)

ST TEAEY SSYAT TEINGAY |
qi 159 EOARER 78w 1 220 1)
110. Where a suspected person cleverly con-

ceals the truth from the person who suspects by
means of a false statement, the figure of speech is
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Vyajokti. Friend, see. I am gray with the flower-
‘dust in the garden of our house.

110. Two persons are necessary in this case,
the one who suspects and the one suspected. The
truth is suspected from some circumstance, but the
suspected person conceals it by accounting for that
cirumstance in a different manner. In the illus-
tration the female friend suspects the stealthy inter-
course of a woman with her secret lover from the
circumstance that mud was clinging to her person,
which must have been a result of her wallowing on
the earth in her stealthy intercourse. But the sus-
pected woman screens the truth from her friend by
accounting for the mud by the pollen of flowers in
the garden. In 3%198R a statement of truth is con-
cedled by a different interpretation or application
whereas in Vyajokti the circumstance that founds
the suspicion is accounted for differently.

FRIFASHC (81)

TRIE: FIRFYAT T TaEAY |
g2 AR q1q 9eg a4 qufea® 1 222 U
111, Vakrokti is the making out of a different

expressed meaning from an expression through pun_
or intonation, Leave off anger; the day has dawned.
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(Don’t leave Nandin who has arrived). Dullard,.
Nandin is by the side of Siva.

111. The commentary Rama paraphrases the
definition as follows :—zmaigdursai Rf¥arat swawat
I TEFI A1 FEAENGA a7 AETIRACET  TRFASEC,
The illustration given in the text is an instance
of wsg33. The first half of it is addressed by a
lover towards his angry sweetheart 'in order to
pacify her. §=@ @, Rd ard. But the addressee
wilfully misinterprets it as = @1 af:gd a4 and gives
a reply suited to the latter interpretation. #sx a=f
gufsa®. Where is Nandin here ? He is by the side:
of Siva. Thisis an instance of Vakrokti ariging.
through Slesha.

WATNFASHIC: (82)

AR TAEG AARY T 0 |
A -~ 'y -
FGEWENY WTRAGIFTT 1| 22 1)

112. The description of anything according
to its inherent nature and the like is Svabhavokti.
Damsel of petulant eyes, the deer gaze with ears
held erect.

112. The descripton of a child and her move-
ments, lions in a jumping posture, horses galloping,.
birds flying, deer in an attentive mood, in short, of
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anything doing an action consistent with its nature
comes under the head of Svabbavokti. In the
illustration the deer are described as gazing with
ears held erect—a characteristic natural to their
species.

ATARISTHIT (83)

A qEAETdaEE Iy |
oS FASHEIET geasasT gug: 1| 223

. 113. When the remote pastor future incidents
are described as seen with one’s own eyes, the
figure of speech is Bhavika. Why speak? Behold.
Even now the Devas and Asuras fight here.

= 113. In the illustration the ancient fight
between gods and demons is described as actually
seen at present. The following example also may
be noted.

gReRR AR FEw FRIEaE: |
AFIES ot Real @ wemsEsal |

Here Agastya is described~—Agastya who drank
the Ocean in a palmful of his hand as a result of
which the two Avataras of Vishnu—the Fish and
the Tortoise—resident of the Ocean, were witness-
ed by him in the holiow of one of his palms.
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arAwssaeRIC (84)

TqcafigEeE gud wiAwE=s: |
& 9u7 g9 qE FRIETHETE 1 228 )

114. To describe the seeing with one’s own
eyes, of things removed by distance or entity
constitutes Bhavikacchhavi. Dwelling in her heart,
you are actually seen as Cupid.

114, 339 emeaal a7 REc@ 9@ SERER! I 093
g3 wwwsR:. The illustration is addressed by a
Diiti towards a person loved by her mistress. Cupid
residing in another’s heart is incapable of being
seen both by reason of the situation and individuali-
ty. A description of the same as one actually seen
gives rise to wifg®sf.

IFTATSHIC (85)

IRAFART B AATFFO |
A TETHATE GRS 1) 2% |l

115. Where a glorious state or a noteworthy
feat is described indicative of other similar excel-
lences, the figure of speech is Udatta. At the péak
of this mountain took place the fight between Siva
and Arjuna.

115. 3@ in the illustration refers to the
Himalayas. The following éloka of Raghuvarhda
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‘has been cited as an example in Sahityadarpana.
AHIEESTFIRE WA GETIAA: FANT 00 )
g FiREaRg: dgw SFFgERsian v XIII—6.

HGFFSHIC (86)

AR AEsIgta Aoy |
A Fraft US+g TIF: Feq@EA 1) 228 1

116. Thedescription of marvellous and fabulous
valour, magnanimity or the like gives rise to the
figure known as Atyukti. O best of kings, when
you are the giver, the Kalpaka trees are beggars.

116. The illustration is addressed to a king by
his parasite. The idea ts that in view of the king’s
magnanimity, even Kalpaka trees which are
reputed to be begged of begged of him because he
was more magnanimous; or even beggars became so
opulent and liberal as Kalpaka trees by the wealth
granted to them by the king. '

The following is a list of Alarhkaras dealt
with in Kuvalayananda in addition to those given
in Chandraloka.

aRFFL:  TEGAET: syraifaegy wed fwearegafafy: sed
F W A @ES g qatw: B g S|t
s fefs: oy fafn 83 999 wgue SwE s
R amagfy e gR: slala: sguelsa: @97 YRag
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T AT FFART GANET TGS
wgE: qramasar T (87-93)

WAFT AR @ |
T AT ARG 1 229 1

AEAFGIT: G qa@arafa 1a8 |
» ~ " N ~
ASRAAIT T HRIAIGANTR: It 22¢ 1)

117 & 118. WhereRasa, Bhava or their vulgar
type or the subsidence of Bhava is introduced as an
auxiliary to Rasa or the like, they are respectively
called Rasavat, Preyas, Urjasvin and Samahita.
Likewise an exuberance of Bhavas, their conflict
and their combination are respectively called
Bhavodaya, Bhavasandhi and Bhavaabalatva..
Some treat all these seven as figures of speech. *

117 & 118. In these two verses the author
refers to seven items which are considered as figures
of speech by some rhetoricians, The author of the
commentary Rama explains that they are figures
of speech according to Jayadeva also, and that the
use of the word %R is used out of respect for the
ancient rhetoricians—Dhvanikara and others who
bave accepted them as figures of speech and not to
dissent from their view. Vide the following extract
therefrom. @i = %RARRA go®, 7 R¥u¥y. A proper
understanding of these two verses presupposes a
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knowledge of the technical terms & and ¥m.

What is Rasa? It has been defined in Dasa--
ripaka as follows:—

BTy arfkareataaiiy: 1

anefiga: @rge smeft WA @ A
Rasa consists of a ®nf¥ or a sentiment which is-
rendered delectable by the cumulative influence of
fqias, s1gwigs, aifkaswgs, and =afy=iRyas. Rasa or
emotion is the soul of poetry, and it can only be-
suggested, never expressed. Rasas are ninefold—
%X the erotic, 1@ the humorous, & the pathetic,.
dz the furious, dr the heroic, wam® the frightful,
dtwcw the loathsome, sigd@ the marvellous and =T
the quietistic. Vide the following extract—

STRIREIETFHET AZAHATFH: |

frargaarars T qdearEan: 0
Thd nine &fds or sentiments which make up the:
said nine Rasas are summarised in order as follows.

et Mea D! wd qen )

greERErgaan enfyaEr 97 s 0
They are love, humour, grief, rage, valour, fear
disgust, wonder and tranquillity. The rise of these-
nine Bhavas to the status of Rasas is dependent
on a cumulative influence of Rurgs, guras, aika®aEs
and safraiRags.  Heroes and herdines with reference-
to whom love and other similar Bhavas are described.
belong to the type of Vibhavas which go by the
name of sn@wmaRwE. Beauty, youthful age and simi-
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lar traits that characterise the heroes and heroines,
their elegant movements, their ornaments and
dress, the Zephyr, the Moon and such other things
as add to the operation of love and the other
Bhavas are called Séivafawms. argaa is the resultant
of love etc.—the side-glances of heroes and heroines
towards each other and the like. uiftamwms are
-eight in number.

TR SSIAATE TG FA0TIIY |
a1y Jmaf@st aftas: ot |

These are feelings which arise in the hero or
the heroine as a reciprocation of each other’s love
-otc. sufFmRargs are the several accessory feelings
portrayed for the enrichment of the Rasa. The
word Wi after W in the text is different from the
abovementioned wnfdwa which makes up a Rasa.
Bhava in the context means yedga@afzenfiRnach:—
reverence to a Guru, deity, king, Brahmin or the
like. Though somewhat inferior to Rasa, Bhava is
treated on the same footing as Rasa. Bhava is also
considered sufficient to form the soul of poetry.
After T8 and Wi, the text refers to @g™M® which
includes both w@ra@ and wmw@. Where love is
-confined to one only of the couple, or where the
love of the lower order of beings or of aborigines
is described, or where a woman loves a number of
mmen, the love so depicted is considered to be @@,
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TR RS A
NN agafaaganmafeET aa: |

This deals only with the s1w® of sggw. Similarly
the a1rw@ of other Rasas may also be found out by
an application of similar principles. Likewise the
s or degeneration of ¥ is to be identified on
the same lines. The basic principle of Abhasa is
AT i, Inorder to constitute good poetry
it is agreed that these three—&, W@ or their snwE-
must arise by suggestion or =ymamf, each earlier
one being superior to the later. The suggested ele-
ment must be the most prominent of all the ideas
that can possibly be conveyed by a passage by de-
notation, connotation or suggestion—aifss, sdwr or
samar. All other ideas must play a subservient part
to the Rasa in order to make up good poetry. Such
an excellent specimen of poetry is termed safa. a3
=R syxd @ @f:. Dhvani arises in three ways—
suggestion of &g, AAGHI or W viz., where some inci-
dent or idea is suggested, where a figure of speech
is suggested, and where Rasa, Bhava or their
Abhasa is suggested. The suggestive element in
poetry culminates in Rasa. But when Rasa, Bhava
or their Abhasa is introduced as subservient to some
other Rasa and the like which play the prominent.
part, the introduction of the subservient Rasa and
the like is treated as an instance of their employ-
ment as figures of speech. w@RaT TENE WA TSI~
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&, Vide the following extract from Dhvanya-
loka:—

JEASAT TFIH IA1E g WET: |

F=9 afenaend WRkRR F af: o

Accordingly when Rasa is introduced as a subsidiary
to a Rasa, Bhava or Abhdsa or Vastu or Alamkara
it illustrates the figure of speech known as ITHIIHHIR.
When Bhava is introduced as such a subsidiary, it
gives rise to SWs#FRX. The introduction of WM™ or
WAWE as such an accessory is termed SSfkad. The
next set of four figures of speech relates to wiFs. Wi
here means safiaitaras. They are adventitious feel-
ings that optionally arise fromlove and the like e.g.,
disgust, emaciation, sleeplessness, deliriousness and
so on. Their operation takes place in three ways—
3%, 4fy and za@ar. A fertile generation of Wids comes
under 339, and it gives rise to the figure of speech
‘known as WiIg¥, provided such an output of Bhavas
plays the subsidiary as already referred to. Where a
diminution or subsidence of Bhavas is likewise pre-
-gented as playing a subordinate part, it gives rise 1o
wiamf=a and the figure of speech arising therefrom is
known as @migd@. Where Bhavas arise in emulation
of each other, itis a case of wia&fy, Where Bhavas
consistent as well as inconsistent, arise one after
another, it is a case of WaTE=,

For an idea of 8ag®sN, see the following
-example— :
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(1) o9 g whead Rrgakada:
ARIESITERI SiEEdT: U

Here $ragara plays the subordinate to Karuna Rasa.
(2) The following is an example of both I
and JAsSHR,

arfiasaRafaaarmeft
AT IAGBIANGAB |
sERTiEE T
eIy qiaREAl T wivaaea: o
Here Rasavadalarmkara arises inasmuch as @irts3sic
is brought out as an auxiliay to the ¥ known as
#Iom, and Preyolamkara inasmuch as ®woraE is
employed as an auxiliary of RIsTI3gE.

(3) The following is an instance of SWifaq,
aasfawsemaan wfigw Fefa: |
@sRafaig=® gfeear: 393 Bg U

I AIFIATN SRgaRTEREg,

(4) For an instance of @mfgd, see the following,
ARH A ST TIFE TTATAGG: |
geR a9 IROT /3 G Tq: FQ TAGY GO, 0
A ATE@AEA TqH YIRLRPYIE@ng,

(5) wiA"Y is exemplified in the following $loka.
qYIFITAIES gElg: T8 AR |
e FAtsf cam U Rwai sTrg
oY FERA (AT TRIRY.
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(6) The following is an example of #&fu.

SERFT QU ATTRIE T T GRGH! |
S AicaEw QeI q1g 7: gga &

ot SlgreEa): afy: YrafvaRwEaEy,

(7) For an instance of wiazEs, see the following:.

FHED TARAT: F T To AR eF7 @
ot wAATT 9 gaag! st = gay |
5 asgrgesenyr: safar gusf ar gom
¥ AR F: @y g ae s aEEn |

w7 fyaargranReRagRrasffaa gaear fyee-
TEERy,

GY:, GRT: otc. (94 & 95)

gmmamﬁ agr awwwr
TN AFAET AERUFETIE 1 229 |

119. In some passages there may be a single
Alamhkara ; in some, one Alamkara may be promi-
nent and the other thrown into the background ; in
some, two or more Alamkaras of equal prominence
may be mixed up; and in some others, two or more
Alamkaras may combine, one being outstanding
and the other auxiliary to it. All these arise only
from a combination of the Alamkaras already men-
‘tioned, and they are not Alamkaras of a different
type.



FIFTH MAYOKHA 129

119. : Often we meet with @gf® and st The
former is a mixture of the R=dvgs type, the latter
a compound of the &iTdfit type. &= arises in three
ways—asiawE, aAsa and @28, A fourth type by
the.name of T#Ea=971g537 is also referred to in Kuva-
layananda.

CELIS R [ F G R TA R AT G )
ST HAFRI| WA G911 QRe 1)

120. OthéL‘Wise, in the case of dissimilar and
similar passages illustrating the same figure of
speech, a difference in degree becoming apparent
in some will multiply the humber of Alamkaras.

120. The commentator treats this as a state-
ment of the reason' why @&f¥, &%t etc., should not
be treated as separate Alarhkaras. The translation
given above proceeds on that basis.

AT WHT A9} JIAAITIR |
A wTA FIY FSHGAT T 1) L2

121. In the caseof a majority of these Alam-
karas, a repetition of illustrations in the form of a
wreath or a. chain is well-suited, " as it causes
an additional beauty in literature as a combination,
of orpaments on the human,person. ..

9
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121. The idea is that the mention of aEmar,
TAgd1, A181E9%, 9@@as and the like does not really
make them different types of figures of speech,
but they are only specimens of happier varieties of
gqqT, §9% etc. &MU in the text is adjectival to ®=d
understood.

53 qZR} TIHFATY TIFATETR a9 |
Tq Ma{~d [A=qTA1 GAENATIREHR U LR

FEATRTIRH TG0 |
QAT AIHI (WA ATIAERT: 1 2R3 )

122 & 123. These peculiar kinds of setting with
reference to the sound and the sense of words or
sentences, simple or compound, are more or less
exaggerations of the reality. If we turn our %t-
tention to the etymology of the word Atidayokti,
all the Alamkaras do not generally differ from
Atisayokti since each one involves some sort of
magnification.

122 & 123 @k refers to a combination of sounds
called Sabdalarhkara. 9zt refers to 9941, ®9% and
others which are more or less an adaptation of
ideas conveyed by words as distinguished from sen-
tences. AFI refers to #@Fa and other figures of
- speech which relate to ideas conveyed by sentences
individually. awar¥@e® refers to Mz and the like
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which relate to ideas conveyed by sentences col-
lectively. All the Alamkaras savour of siRaaifs or
-exaggeration.

ASRAAAY FIASATT qEgan |
Jeavd gfysafs gfaaia garaT 1 238 1

124. Though the figures of speech being chief-
ly intended for embellishment are alike, there is
a distinct feature in each one of them as in each one
of the human faces.

124. @Fad merely means @74 or GHal, §EFET
in the sense of ¥ is to be justified by €afdf sqst, Its
-employment is necessitated by the exigencies of
.metre.

-

AGFRY qLAY TAIRAT AHGOTRY |
FEAHNAUZY AVHT AT oTA0L 1 L% 1)

125. If people have no liking for the actual
Alarhkaras worn on their person, then alone can
‘they dispense with a recapitulation of the names of
these Alamkaras of a modern type.

125. g=iy «@HNg means FTFIVCAIRY. 9 means
aar. The idea is that so long as men distinguish
between one ornament and another, the distinction
between one figure of speech and another is also
perfectly legitimate.
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A perusal of the following extract from the-
commentary Rama will give a vivid idea as to how
far the science of figures of speech had progressed
by the time of Jayadeva from the comparatively
small beginnings outlined in the Puranic literature..

fRsaAleR g F18S3T a5 SR EFETAU HSFRT I —

‘OhFE g 0@ BEqE 9 g g

STl g GETIAgNE guan: |

AWY qF YT AFTIGITEBA |

gurAmss R Tus AfET g7 0

AR} W TN TIF@ g qRET |

GeoFagaArEAt au IAF Aq |

FAEIIRINEH L ARGy |

AT geIcAgINT™ TIF, I

SUERATE a1 adad gmtaEd |

Al saRIFT ATaRYIRTY |

IEAREEA Joieages 499 1

Bradars: wee: B @RI 0

FFITIET AIGET FOTAT ST HIT, |

IAFTIAIFR FA qegUTH: 0

TGRS : WEIEIATAT FUZAA

F9: Qsuteaceaa: gaiatgaar gty |

IR AT I TREIT |

ITEASHR ARCK sfaag |

&g 1 Raaar N ar g RsaEen

SenisraRmieeg SigSeaaIgo: |

JYEITIHIH AR TREFTY 1

yEEgaREEt REe sqaga |



FIFTH MAYUKHA 133

-qMEGAHR NEASER U |
RAvggagar FRmmRewyr a7

a1 feat arava Biaeg @ 559 |
sl a1 [{egr FrzrgRia=ad
FrgregRaEdRm fegream ar gl
TEGAEAIATT T AHTAE N

freroar @igeAr g 9 I9F qET wAFR
ATIATEE HAG WORATTES a9 Sqarg’ |

YERT: ATTGEAAIARIIC
o 2
gfuan agfwainizaafare faait |
e A . -
TG ARIST gRATILAT W
It Sl gEag wga: gaaar ULREN
T TETSH TIAT AGE: |
" 126. Let the Fifth Mayiikha (ray) in Chandra-
loka (moonlight),please the noble-minded for ages
to come, Chandraloka composed by the able poet
-Jayadeva born of parents—Mahadeva, the veteran
in the ritualistic lore dealing with Satras and other

kinds of Yagas, and Sumitrda whose attention is.
fixed on devotion towards him.

126. U7 ald: ¥%: 9gd: means qEH:.

Thus ends the Fifth Maytkha
of Chandraloka.
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Madras University Questions.

B. A. Sanskrit I Paper
1938 March

V. Define and give examples for .—
1. sIggE: 2. g@& 3. wdld 4. qfER:
5. sRzEfe: 6 gewafan

1938 September

V. Define and give examples for :—
a. JGIE: b, ITRATAT ¢, I
d. sRFeqmr  e. wwEiRe: . =weEgfy:

1939 March

V (g) Write short notes on :—
1. Zmugfa: 2. Grsfalrawm: 3. s=afes
4. gaewadiFE.
(b)- Point out the Alamkaras in :—

1. =T sgrEi« & q=9gayg ) (p. 92)
2. T 9T q@: B 979 BEREgan (p. 109)
3. & T1g: A §9 gaiRREea | (p. 72)

4, HARITAT: FoHE TR g (p. 90)-
1939 September

V (a) Distinguish between the pairs of Alarmkaras
(1) eEEE: & sfvaeqaar (2) &0 & dRwmae
(3) orsegawz@r & gaEifa:
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(b} Define and illustrate .—
1. et 2. sSR@: 3. w@ufa:
4. fQEmaE:.

1940 March

VI. Define and give an example for each :—
a. wgs@ b, s@w c.  sfcmEfe

4. gegAafar e afm: f. 9%

1940 Septembcr

¥ (a) Offer elucidative notes on :—

1. seggam: 2. @A@fw: 3. aEgaiaaegamE:

4. QOTBW:.

(b) Explain the Alamkaras in :—
1. wfargks =% vmf = gai =1
9. TvEw EF MAERIBrEI-ERY |
3, a1 gig: ARAAT 39 GARINESEA |
4. aehfy Bagsrn ssdrsAagii |

1941 March

iV (a) Define and illustrate :—
1. gwewsdiwm 2. 9@ 3. sAEgfa
4. safdww 5. weafes
(®) Exp)\a,in the Alarmkaras in :—

L. @ o Y a9 s s e
2. WSS A A1 AR A

(p. -45)
(p. 9)
(p. 12)
(p. 53)

(;;. 110)
(. 41)
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ARANTRANR aftor 722w )
s EE AN TR R g | (p. 93)

1941 September

Define and illustrate :—
L. swgma 2. wifaam 3, Rrrgan
4. AuEgavEqT 5. fyesEl
Explain the Alamkaras in :—
1. @43t Ar99: grg @ Sisa TR |

2. @fk Ak v afwekam (p. 56)

3. W% wsel Wwvw of7 wefda 1 (p. 90)

4. ST A@dies aswian (p. 111)
1942 March

Define and ilustrate any two varieties of
1. eugll 2. sifizeits
Explain the Alankaras in :—

1. Fzg: dexa ¥ gaigcrega (p. 72)
2. § 7 Rl agrar § gant: amrgg () 86)
3. aawwd wAEdT qMAAR AL L (p. 110)
4. g® 9 R+ md wew A= gufad  (p. 117)

1942 September

Explain clearly
TegTa: sRiEar ar 23 SRdT @y
FURIBHT SR g 0 (p. 2)
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(b) 1. Examine the nature of the guw in
9T TAZUEY aISRET: q T
2. Define and illustrate gexAfiar or wafaiwy.

(¢) Point out the Alankara in :—

1. smegen: of @l sarfea saamifda: (p. 81)

2. «weaaft fimed T sgaf w97 (p. 93)

3. wSHEr @ AT gd B (p. 80y
1943 March

V., (a) Define and illustrate any two varieties of
(1) Anuprasa (2) Rapaka.

(b) Explain the Alamkaras in

1. qzxreﬁmﬁmar gd FrsEy ggang | (p. 44)
2. 2@ g G 5y IHRATH: | (p. 74)
3.  AFAFIRMAT FIRACAFEIT | (p. 91)
4, TFoSighash Avewagmar f&a: v (p. 112)

1943 September

V (a) Define and illustrate:— (1) Dipaka,
(2) Bhanga8lesha (3) Akshepa (4) Vikalpa.

(b) Explain the Alankaras in :—

i sigErd ot FAwracFagdaE | (p. 10}~
il. =9 @9y ow: @ & AR g1 (p. 36)
iil, oW Ao sEE ags . 44)

ive IS TN AR WG| (p. 94)
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1951 March

Explain with illustration any three
sfoamm 2. aRs: 3, B 4. R

Determine the alamkara in any three
IFATIAGES TSI YSHEL: | (p. 28}
a1 gaig: & aff shmaaedeEy ) (p. 34)
afegfed w9 X7 wai TUF QT ) (p. 53)
g HARTTTE=T grese: |
Fadl fsgef@amage amia: |
1951 September

Explain with illustration any three
IR 2. TEFA: 3. gAmle: 4. eEgR:
Determine the alarhkara in anyithree
e e Rz we: RRE & (p. 32)
qESt T BRAHE ¥ TEd 7 ) (p. 42)
Rar ganfY arEan REr RegEaEn (p. 76)
AN FraErERTITAT
aF P garagarEay |

1952 March
Explain with illustration any three
s 2. zamn 3. fusq
arvegasaEl 5. a9t

10
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(b)

LA s e

IV (a)

(b)

e

IV (a)

- _—
Lol A
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Determine the alamkara in any three

gats zg queiel 9w 37 @l (p. 19)
qgs BYaE@r gE@ A W a9 (p. 42)
g Raca-g@aeg: &1 aral axdiegr | (p. 47)
HIUTHGE TIT (RAFR T=HAT: | (p. 77)

1952 Scptembcr- o

Explain with 1llustrat10n any three
aigh: 2 EET“EI 3. W

aatrcaa: T

Determine the alamkara 'in any three

g a1 guigdaenE g 7 R o (p. 42)

dgafa aimfy €aRvfagar = o (p. 62)

AR WIS g [N US4 | ' (p. 66)

o gRwar: wea: fhy seRPwe: (p. 74)
1953 March

Define and illustrate the warieties of
Riipaka or Atiayokti.

Determine the alamkara in any three

sitfer: Fw: R e agfindy @ (p. 32)
qaEsReE §@ Tl gyang o (p. 44
gutgsRedaay: o g 7: @9 (p. 51)

Yt gu: gufeg: A agai w1 - (p. 65)
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1953 September

4. (a) Explain with illustration any three of the
following :—
1. Parinama 2. Bhranti 3. Kavyalinga
4. Tulyayogita 5. Nidarfana.

(b) Determine the Alanikara in any three of the

following :—

(1) asgashsy g4 REqad gt (p. 38)
(2) T ganfy @raan faan fqaadgeg (p. 76)
(3) srsiREar ®@ AT gd A (p. 80)
(4) gaamfeanany gsal B Aeraag (p. 84)

1954 March -

4. (a) Define and illustrate the different varieties
of Apahnuti.

(b) Determine the Alankara in any three of the

following :—

(1) wfaagka 2 e = gaR 7.1 (p- 45)
(2) dogzAdaEaEesghar W (p. 65)
(3) sl symer fal: s geaeadl  (p. 81)
(4) cagwEt Tagy TERa AqH: | (p. 94)




